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ABSTRACT 
 
 Popular lore about Wolfgang Mozart’s creative process has promoted the idea that his 
music was divinely inspired, effortlessly conceived and flawlessly notated. On the contrary, the 
evidence of his manuscript sources - surviving sketches, fragments and the autograph scores - 
attests to a compositional method that included distinct notational phases and meticulous 
revision. Examination of these sources has also led to some changes in our understanding of the 
chronology of Mozart’s music. With the exception of the unfinished Mass in C minor, K. 427, 
the Requiem and the motet Ave verum corpus, Mozart’s liturgical compositions have been 
traditionally consigned to the Salzburg years; however, supported by more than thirty years of 
research contributed by Wolfgang Plath, Alan Tyson, Monika Holl and Ulrich Konrad, five 
isolated mass movement fragments have been situated within the final half-decade of Mozart’s 
life. The existence of these fragments motivates my examination of Mozart’s approach to 
liturgical composition during the Vienna decade, whereby I focus specifically on his revisions to 
the extant scores in an attempt to reveal the manner in which he sought to refine his musical 
ideas and meet his aesthetic goals. 
 In order to ensure a relatively homogeneous sample, the pool has been limited to mass 
movements, complete or fragmentary, dated 1779 or later, scored for chorus and orchestra, and 
for which the autographs have survived. The fragmentary Kyrie, K. Anh. 12 of early 1779 and 
Sanctus, K6 296c, placed in 1779/80, both in E-flat major, are included in this examination as a 
first pillar for study and comparison. The choral movements of the Mass in C minor, K. 427, 
dated to the early years of Mozart’s Vienna decade, represent the second pillar in this study. 
Finally, the five extant mass movement fragments dated to the last half-decade of Mozart’s life 
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stand as a third pillar. Four are incomplete settings of the Kyrie text (K. Anh. 16 in G major, K. 
Anh 14 in D major, K. Anh. 13 and K. Anh. 15, both in C major); the remaining  
setting is the Gloria in C major, K. Anh. 20. 
 The study unfolds in four stages. Chapter 1 provides the historical background necessary 
to an examination of sacred music and its role in Mozart’s life during his Vienna decade. 
Chapters 2 and 3 provide analyses of the musical examples, addressing structural and formal 
characteristics, as well as examinations of the autograph scores. Chapter 4 isolates the revisions 
Mozart made to each of the scores and examines them from a number of vantage points: 
instrumentation, compositional structure and the resultant primary and secondary influences on 
the musical material. Finally, Chapter 5 offers a summation of the evidence regarding Mozart’s 
notational practices and stylistic ideals. 
 iv 
ACKNOWLEDGEMENTS 
 
 During fall semester 2004, I had the great good fortune to be enrolled in a musicology 
seminar taught by Dr. William Kinderman at the University of Illinois at Urbana-Champaign, 
which focused on the creative process of Mozart, Beethoven and Wagner. This fascinating 
examination of primary source materials, coupled with Dr. Chet Alwes’s deeply analytical 
classes on the history of choral music and literature, and the penetrating study of performance 
practice guided by Dr. Charlotte Mattax, provoked a research interest that led to this document. I 
am deeply grateful to Dr. Alwes, Dr. Mattax and Dr. Stephen Taylor for their guidance and 
service as members of my final examination committee, and particularly to Dr. Kinderman, as 
research advisor, for his tutelage and the inspiration of his brilliance.  
 The research and writing of this document aligns exactly with and has made a great 
impact on the five years I have lived and worked in Wisconsin. I am indebted to my colleagues 
and friends at Beloit College for their interest, enthusiasm and encouragement during this 
process, and to my students for their curiosity and desire to fully engage with and examine choral 
music through a multitude of lenses. I am truly grateful for the support I have received from my 
church families: Father Patrick Kinder and the community of St. Ignatius in Madison, Wisconsin, 
and my spiritual father, the Very Reverend James, and Khouria Linda Ellison and the community 
of St. Nicholas Orthodox Church in Urbana. Your faith and love are an inspiration and have 
guided me on this journey. 
 The completion of this intellectual excursion would not have been possible without the 
help and encouragement of my family. My mother, June Rice, has given me the gifts of 
unconditional love and support since the moment of my birth, and has taught me the importance 
 v 
of tenacity, family, and a Welsh love of song. My late father, Alan Rice, who saw only my first 
steps on this path but nurtured a great hope for their completion, demonstrated an unerring work 
ethic and an enduring passion for music well-learned and brilliantly performed. My brother, 
Mark, whose youthful musical gifts contributed to his profound achievements in the leadership 
of his peers, has been a model of discipline and steadfastness. My husband, David Anderson, for 
whom there are not ample words of love and thanks, has shared each step of this musical and 
intellectual odyssey, and allowed me the time and space to inhabit and own it, even as we have 
walked the road of our young marriage. Your trust and belief in me has made this 
accomplishment possible; your faith in God’s plan for our lives is my strength. And finally, 
much love to my sweet helpers PP, HH and KK, whose contributions defy explanation. 
 vi 
TABLE OF CONTENTS 
INTRODUCTION…………………………………….………………………………………….. 1 
CHAPTER 1: HISTORICAL CONTEXT: MOZART IN VIENNA……………………………. 5 
CHAPTER 2: ANALYSIS OF THE MASS IN C MINOR, K. 427……………………………. 38 
 Kyrie……………………………………………………………………………………...41 
 Gloria: ‘Gloria in excelsis Deo’…………………………………………………………. 51 
 Gloria: ‘Gratias’…………………………………………………………………………. 61 
 Gloria: ‘Qui tollis’……………………………………………………………………….. 65 
 Gloria: ‘Jesu Christe’……………………………………………………………………. 75 
 Gloria: ‘Cum Sancto Spiritu’……………………………………………………………. 79 
 Credo ‘Credo in unum Deum’………………………………………………………….. 86 
 Summary………………………………………………………………………………… 95 
CHAPTER 3: ANALYSIS OF THE MASS MOVEMENT FRAGMENTS…………….......... 103 
 Kyrie in E! major, K. Anh. 12…………………………………………………………. 104 
 Sanctus in E! major, K6 296c………………………………………………………….. 111 
 Kyrie in G major, K. Anh. 16………………………………………………………….. 120 
 Kyrie in D major, K. Anh. 14………………………………………………………….. 129 
 Kyrie in C major, K. Anh. 13………………………………………………………….. 138 
 Gloria in C major, K. Anh. 20…………………………………………………………. 144 
 Kyrie in C major, K. Anh. 15………………………………………………………….. 152 
 Summary……………………………………………………………………………….. 166 
CHAPTER 4: COMPARATIVE ANALYSIS OF THE REVISIONS………………………... 169 
 Methodology…………………………………………………………………………… 169 
 Revisions Examined by Instrument Groups…………………………………………….175 
 Compositional Structure, Instrument Groups and Revisions…………………………... 181 
 Revisions and their Secondary Influences……………………....…………………...… 193 
CHAPTER 5: CONCLUSIONS………………………………………………………………. 203 
SELECTED BIBLIOGRAPHY………………………………………………………………... 211 
APPENDIX A: W. A. MOZART – WORKS LIST: SACRED MUSIC………………………. 216 
APPENDIX B: MASS IN C MINOR, K. 427 – SCORING TABLE…………………………. 218 
APPENDIX C: MASS IN C MINOR, K. 427 – WATERMARK TABLE……………………. 219 
APPENDIX D: MASS IN C MINOR, K. 427 – REVISION TABLES……………………….. 220 
APPENDIX E: MASS MOVEMENT FRAGMENTS – SCORING AND  
WATERMARK TABLE………………………………………………………………………. 234 
 vii 
APPENDIX F: MASS MOVEMENT FRAGMENTS – SCORES…………………………..... 235 
APPENDIX G: MASS MOVEMENT FRAGMENTS – AUTOGRAPH FACSIMILES……...275 
APPENDIX H: MASS MOVEMENT FRAGMENTS – REVISION TABLES……………..... 299 
APPENDIX I: MASS IN C MINOR, K. 427 
REVISION TABLE – MOVEMENT TOTALS BY INSTRUMENT GROUPS………………305 
APPENDIX J: MASS MOVEMENT FRAGMENTS 
REVISION TABLE – MOVEMENT TOTALS BY INSTRUMENT GROUPS………………306 
 1 
INTRODUCTION 
 
 The popular notion that Mozart composed his works without much labor or revision is 
misleading. As Ulrich Konrad writes in the conclusion of his 1992 book on Mozarts 
Schaffensweise (Mozart’s Creative Process), “reflection, searching, and work do not stand apart 
from genius, but are of course constitutive elements of creativity as are a determination to seek 
and achieve.”1 Nor is this recognition about Mozart’s compositional method a new discovery. As 
William Kinderman points out in an essay on this topic, Georg Nikolaus Nissen already 
emphasized this dimension of Mozart’s creativity in 1828, writing that “he carried the main ideas 
with him for a long time, wrote these down briefly, worked out the principal matters fully in his 
head: only then did he write out the whole – and even then, not as quickly as one has imagined: 
he carefully improved his work and was extremely strict with himself regarding those 
compositions that he himself valued.”2 
 In yet another, more recent discussion of Mozart’s compositional method, Konrad writes 
that it is possible to “describe the special features of the material product by reference to the 
manner of what is written, and the way in which it was written down. In this way we create for 
ourselves a point of departure for conclusions about the ‘inner’ procedures of the composer, 
which led to the tangible results…Recent progress in understanding has therefore only been 
                                                
1 Mozarts Schaffensweise (Göttingen: Vandenhoeck and Ruprecht, 1992), 500. The original quotation is as follows: 
“Nachdenken, Suchen und Arbeiten stehen nicht außerhalb der Genialität, sondern sind selbstverständliche 
Bestandteile derselben ebenso wie die Selbstgewißheit des Findens und Erreichens.” Translation by William 
Kinderman. 
2 Nissen, Biographie W. A. Mozarts (Leipzig: Breitkopf and Härtel, 1828), 649; trans. and quoted by William 
Kinderman in Chapter 6 on “Mozart’s Creative Process” in Mozart’s Piano Music, (New York: Oxford University 
Press, 2006), 116. 
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achieved where skepticism with respect to the myths has been married to strict methodical 
procedures for the interpretation of the primary documents.”3  
 In this context, Konrad breaks down Mozart’s compositional method into four 
‘ideal/typical’ phases.4 The first phase involves the imagining and development of a tangible 
musical idea for the work, possibly coupled with experimentation at the keyboard. In the second 
phase, Mozart sketched the idea on manuscript paper; examples exist in a variety of forms and 
lengths, often in a “private” handwriting style. The third phase is the draft score, typically 
consisting of the melody part, some amount of accompaniment material, and the bass part that 
illustrates the harmonic identity of the work, all written in a more “public” script. The final phase 
involves the completion of the draft score by filling in missing parts, particularly those 
supporting parts that clarify the harmonic structure. Konrad indicates that the material Mozart 
scored in the third and fourth phases can be differentiated by the varying shades of ink; he 
assigns works that remained fragments to the third phase.5 
 The purpose of the present inquiry is to study examples of Mozart’s liturgical 
composition, focusing specifically on an examination of his revisions to these scores, as a means 
to explicate his approach to their creation. In order to ensure a relatively homogeneous sample, 
the pool has been limited to mass movements, complete or fragmentary, dated 1779 or later, 
scored for chorus and orchestra, and for which the autographs have survived. The late mass 
movement fragments were not dated in Mozart’s hand, nor were they entered in his 
Werkverzeichnis. The dates cited here and in the addenda are based on the most recent 
                                                
3 Konrad, “Compositional Method” trans. by Ruth Halliwell in The Cambridge Mozart Encyclopedia, Cliff Eisen 
and Simon P. Keefe, eds. (Cambridge: Cambridge University Press, 2006), 101, 107. 
4 Ibid., 102-4. 
5 Ibid., 104. 
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scholarship and mainly drawn from Konrad’s Mozart: Catalogue of his Works6 and based on the 
most recent scholarship.  
 The fragments Kyrie, K. Anh. 12 of early 1779 and Sanctus, K6 296c, placed in 1779/80, 
are both in E-flat major and were set down within the same time frame as the two Masses in C 
major, K. 317 and 337, the last complete masses Mozart composed in Salzburg. These fragments 
are included in this examination as a first pillar for study and comparison. Their proximity to the 
two Coronation masses ensures they stand outside the Salzburg liturgical juvenilia; their 
unfinished nature represents both the second (K6 296c) and third (K. Anh. 12) compositional 
phases.  
 A similarity in instrumentation between the Kyrie K. Anh. 12 and the great Mass in C 
minor, K. 427 lends a basis for comparison of notational practices. Dated to 1782 and 1783, the 
early years of Mozart’s Vienna decade, the choral movements of K. 427 stand as a second pillar 
in this study. The Kyrie is a complete movement; the remaining choral settings include four 
subsections of the Gloria movement (‘Gloria in excelsis,’ ‘Gratias,’ ‘Qui tollis,’ ‘Jesu Christe – 
Cum Sancto Spiritu’) and the incompletely scored ‘Credo in unum Deum.’ Each of these is 
representative of the fourth compositional phase; the first subsection of the Credo is an example 
of the third phase. With the exception of the appended instrumental parts, the autographs of the 
Sanctus and Benedictus movements have been lost. 
 Finally, the five extant mass movement fragments dated to the last half-decade of 
Mozart’s life stand as a third pillar. Four are incomplete settings of the Kyrie text (K. Anh. 16 in 
G major, K. Anh 14 in D major, K. Anh. 13 and K. Anh. 15, both in C major), and the remaining 
setting is the Gloria in C major, K. Anh. 20. 
                                                
6 Konrad, Mozart: Catalogue of his Works: Compositions, Fragments, Sketches, Arrangements, Manuscript Copies, 
Texts. J. Bradford Robinson, trans. (Kassel: Bärenreiter-Verlag, 2006), 22, 178, 192, 200, 206. 
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 This study unfolds in four stages. Chapter 1 provides the historical background necessary 
to establish relevance through an examination of sacred music and its intersection in Mozart’s 
life during his Vienna decade. Chapters 2 and 3 are analyses of the musical examples listed 
above, including framework and formal characteristics, as well as examinations of the autograph 
scores. Particular attention is paid to barline continuity and revision of musical material as an 
insight to notational order. Chapter 4 isolates the observable revisions Mozart made to each of 
the musical examples and examines them from a number of vantage points: instrumentation, 
compositional structure and the resultant primary and secondary influences on the musical 
material. Finally, Chapter 5 offers a summation of the evidence regarding Mozart’s notational 
practices and stylistic ideals. Taken together, this four-stage examination of the late eighteenth 
century sacred choral milieu and Mozart’s last decade of contributions to the corpus of Mass 
composition provides a lens through which to view one particular dimension of his creative 
process. 
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CHAPTER 1 
HISTORICAL CONTEXT: MOZART IN VIENNA 
 
 Mozart arrived in Vienna on 16 March 1781 at the behest of his Prince-Archbishop, 
Hieronymus, Count von Colloredo, who had journeyed to Vienna in January. Accompanying the 
Archbishop were his Salzburg court musicians; in order to enhance his own prestige, Colloredo 
intended to present them to Viennese society. In Munich since November for the production of 
Idomeneo and having long overstayed his leave, Mozart had incited the Archbishop’s 
impatience; Colloredo insisted his court organist travel immediately to Vienna and resume his 
duties at the clavier. Mozart had not passed many days in the city when his letters home began to 
lay the groundwork for a disassociation from the Archbishop and an intent to remain in Vienna. 
The Archbishop “acts as a screen to keep me from the notice of others,” he writes, but “my chief 
object here is to introduce myself to the Emperor in some becoming way, for I am absolutely 
determined that he shall get to know me.” Mozart had obviously given thought to the most 
immediate method of impressing the monarch, noting his desire “to run through my opera for 
him and then play a lot of fugues, for that is what he likes.”7 In lamenting the many performance 
opportunities that had been thwarted by the Archbishop, Mozart considers the possibility of 
building a career as a clavier virtuoso. He writes that Colloredo had recently denied him the 
opportunity to perform in the annual concert of the Wiener Tonkünstlersocietät for which he 
would have received no monetary remuneration, but would have had the occasion to “win the 
favour of the Emperor and of the public.”8 Mozart later relates that members of the Viennese 
nobility persuaded the Archbishop to allow the performance, and that he played one of his piano 
                                                
7 Wolfgang Mozart, The Letters of Mozart and His Family, trans. and ed. Emily Anderson, 3d ed. (London: 
Macmillan, 1985), 716, 718. 
8 Anderson, 718. 
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concertos to enthusiastic applause,9 hinting at the strides he had already made in earning the 
appreciation of the nobility and the concert-going public. Mozart points to opportunities for 
sacred music composition available even during the time of year where performances were 
traditionally restricted. “Oh, had I but known that I should be in Vienna during Lent,” he writes, 
“I would have written a short oratorio and produced it in the theatre for my benefit, as they all do 
here.”10 He continually states his case in the letters home to Salzburg: how well liked he is by the 
nobility, how the Viennese appreciate his music, the abundant opportunities for performance, 
teaching and composition.11 Mozart’s frustrations with Colloredo continued to escalate and his 
numerous letters to Leopold appeal to the family’s feelings of mistreatment at the Archbishop’s 
hands,12 tempered with assurances that should he not be able to earn his living in Vienna, there 
were other cities to which he could go.13 After numerous attempts to deliver a resignation, 
Mozart was relieved of his position in early June 1781 with the notorious kick in the pants 
delivered by Court Georg Anton Felix Arco, Chief Chamberlain to the Archbishop. 
 Mozart seemed prepared to explore any of the career directions outlined above; however, 
he knew that the greatest security and prestige were to be found in a position at the Imperial 
court. Indeed, most musicians hoped for an appointment due to the generous salaries. Empress 
Maria Theresa had been forced to economize after the extravagance of the Hofkapelle during the 
reign of her father, Charles VI, and by 1781 her son, Joseph II, had tightened the purse strings 
even further. Nevertheless, the court’s musical institutions still offered positions for composers 
that provided employment for life, a place within the court’s hierarchy and the right to a 
                                                
9 Ibid., 720. 
10 Ibid., 718. 
11 Ibid., 720-4. 
12 Ibid., 713-41. 
13 Ibid., 733. 
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pension.14 In order to obtain a living in Vienna, Mozart turned to members of the nobility for 
assistance in securing private students, to use their influence on his behalf with the Emperor, for 
opportunities to perform at private gatherings and to fill the seats at his public concerts. As early 
as 11 April, he contemplated the possibility of a position at court in a letter to his father, 
reasoning that with Giuseppi Bonno’s death, Antonio Salieri would rise to Kapellmeister, 
perhaps creating a vacancy for a court composer.15 Dorothea Link speculates that in 1781, “the 
church was probably at the bottom of the list of Mozart’s job prospects.”16 While it is tempting to 
attribute this aversion to his experiences with Archbishop Colloredo, in reality, there were few 
prestigious and well-compensated church positions in Vienna. Although a church position 
offered a secure source of employment for Viennese musicians, it was perhaps the least well 
paid, and most church musicians were obligated to find additional work in the theatre, 
aristocratic houses or through teaching.17 Steptoe posits that Mozart was prepared to earn his 
living in Vienna as a virtuoso, through work for the church or the Imperial household, but did not 
see the necessity of entering into the service of the nobility.18 In any event, it is clear from the 
letters to Leopold that Mozart’s primary objective was to come to the attention of the Emperor 
and to earn a living greater than the 450 gulden per annum provided by his former post as court 
organist in Salzburg. However, there is nothing to indicate that he was opposed to working in a 
liturgical milieu, should a prominent position become available. 
 Catholicism was the primary religion in Vienna during the eighteenth century; attendance 
at services was considered a social obligation and church music played an important role in the 
                                                
14 Dorothea Link, “Mozart in Vienna” The Cambridge Companion to Mozart, ed. Simon P. Keefe (Cambridge: 
Cambridge University Press, 2003), 22-3. 
15 Anderson, 724. 
16 Link, 27. 
17 Bruce C. MacIntyre, The Viennese Concerted Mass of the Early Classic Period (Ann Arbor, MI: UMI Research 
Press, 1986), 19-22. 
18 Andrew Steptoe, “Patronage and the place of the musician in society”, The Mozart Compendium: A Guide to 
Mozart’s Life and Music, ed. H.C. Robbins Landon (London: Thames and Hudson, Ltd., 1990), 70-1. 
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everyday life of the citizenry. During the years of Maria Theresa’s reign (and that of her father, 
Charles VI), orchestrally accompanied sacred music was a mainstay in the liturgy of the Austrian 
Catholic Church.19 Charles Burney noted during his visit in 1772, that 
“…there is scarce a church or convent in Vienna, which has not every morning its mass 
in music: that is, a great portion of the church service of the day, set in parts, and 
performed with voices, accompanied by at least three or four violins, a tenor and base 
[sic], besides the organ; and as the churches here are daily crowded, this music, though 
not of the most exquisite kind, must, in some degree, form the ear of the 
inhabitants….And it seems as if the national music of a country was good or bad, in 
proportion to that of its church service…but the excellent performances that are every 
day heard for nothing in the churches, by the common people, more contribute to refine 
and fix the national taste for good music, than any other thing that I can at present 
suggest.20  
At the time Mozart arrived in Vienna, copious church events, including public Masses, Vespers, 
litanies, miscellaneous devotions, processions through the streets and pilgrimages to various 
churches were celebrated with instrumentally accompanied music, which was intended to 
enhance the ceremony and strengthen the faith of the congregants.21 Burney commented: 
I was told by an Italian at Vienna, that the Austrians are extremely addicted to 
processions, partatissimi alle processioni. There were five or six of these processions this 
morning [Sunday, 6 September 1772]; and yet it is observed that they are much less 
frequent than formerly: however, not a day passed, while I remained in this city, without 
one or more to some church or convent: but all this helps to teach the people to sing in 
different parts.22 
The liturgical calendar determined the parameters of celebration; Sundays and Holy Days were 
celebrated with High Masses, which included concerted settings of the Mass Ordinary. These 
elaborate festivities were costly in terms of time and financial resources; indeed, the higher the 
feast, the more resources were necessary for additional music. Financial support for elaborate 
                                                
19 Bruce Alan Brown, “Maria Theresa’s Vienna”, Classical Era: From the 1740s to the End of the 18th Century, ed. 
Neal Zaslaw (Englewood Cliffs, NJ: Prentice Hall Inc., 1989), 106, 108. 
20 Charles Burney, An eighteenth-century musical tour in Central Europe and the Netherlands; being Dr. Charles 
Burney’s account of his musical experiences. Musical Tours in Europe, vol. 2, ed. Percy A Scholes (London: Oxford 
University Press, 1959), 78. 
21 MacIntyre, 14. 
22 Burney, 105. 
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church music came in part from wealthy Bruderschaften composed of laymen, often members of 
the nobility. Throughout Austria, churches in large cities enjoyed the patronage of at least two 
and as many as six of these charitable guilds, whose antecedents could be traced to the fourteenth 
century.23 Historically, the political environment favored this tradition. The St. Cecilia 
Brotherhood, affiliated with St. Stephen’s Cathedral, was a free society of professional and 
amateur musicians (including members of the Imperial family) established in 1725 under the 
auspices of Emperor Charles VI to promote and perform quality church music.24 Liturgical 
practice consisted of the Latin rite, required little or no active participation for the congregants 
and lent itself to a display of sight and sound that evoked the theatre, although public concerts of 
church music would not become common until the nineteenth century. However, contemporary 
criticism of elaborate church music was not absent from the scene. During his first week in 
Vienna in 1772, Burney notes the inclusion of instrumental accompaniment and the variable 
quality of performance. “The first time I went to the cathedral of St. Stephen, I heard an excellent 
mass, in the true church style, very well performed; there were violins and violoncellos though it 
was not a festival.”25 Yet later in the week, “At vespers, this afternoon, I heard, in the cathedral, 
some admirable old music composed by Fux, not very well performed, indeed, as to singing or 
accompaniments; the former was feeble, and the latter, I mean the violins, were despicable: 
however, the organ was very well played…”26 In 1781, the year Mozart arrived in the city, 
Berlin bookseller and critic Friedrich Nicolai commented on the general quality of church music 
performance in Vienna:  
In no church were the orchestras as good as in the two playhouses [i.e., 
Kärntnertortheater and Burgtheater]. Undoubtedly there were good musicians among 
                                                
23 MacIntyre, 14-16. 
24 Ibid., 16. 
25 Burney, 75. 
26 Ibid., 84. 
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them [i.e., the church orchestras], but they were not so well rehearsed [zusammen 
eingespielt]. Even in St. Stephen’s I found the music not as good as I had imagined under 
the direction of Leopold Hofmann. Presumably this famous man is not to blame. In all 
churches the singing voices were not first rate; the best ones were only mediocre.27  
The same year, a more socially conscious critique was published in the anonymous pamphlet 
Über die Kirchenmusik in Wien. The author, admittedly not a trained musician, takes an 
accusatory tone in evaluating the contribution of music in contemporary worship, stating: 
“…our church music, whose single and sole purpose is to tickle our ears, to caress 
our senses, to disturb us in prayer, and to turn our hearts away from that God, 
upon whom only and alone, to the exclusion of all other objects, they should be 
fixed in the temple…Now, a thing is already very badly constituted if it produces 
an effect that is entirely contrary to its intended purpose.  For what, then, is 
church music intended? First, to glorify the praise and honor of God. Second, to 
touch the people’s hearts and encourage them in prayer. Is the Creator praised, 
however, or his praise and honor glorified if, as he is exposed for worship on the 
altar, Christians always turn their backs to him and screw up their lips toward the 
choir and gaze at that artful singer, who by her fine and charming voice, enchants 
them with a variety of the most pleasant tones? … In any event you can hear in an 
undertone, ‘Bravo, schön, che viva,’ in the mouths of most of the listeners.28  
He then turns his attention to the elaborate, concerted nature of the music. 
How readily people absent themselves from all those churches where nothing but 
the singing of the people and the pure sound of an organ is heard, and how they 
swarm in, crowding through the church doors when, already as they are passing 
by outside, the sound of trumpets and timpani announces a musical entertainment 
to them, or when they read on a printed placard that all respectable gentlemen, 
ladies, and maiden sisters of an honorable brotherhood or even a high brotherhood 
are most cordially invited in Christ’s name to a musical Solemn High Mass 
without the customary offering (that goes without saying in all events).29  
 
In both these excerpts, the author draws particular attention to the ease with which the passive 
role of the congregation in worship can become the mien of the audience member in the concert 
hall. In this way, he echoes the famous encyclical, Annus qui, decreed by Pope Benedict XIV in 
1749, during the first decade of Empress Maria Theresa’s reign. 
                                                
27 MacIntyre, 28. 
28 Jane Schatkin Hettrick, “Colorful Comments on Church Music in Vienna around 1780.” The American Organist 
vol. 34 no. 5, 78. 
29 Ibid., 78. 
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 Upon the death of Charles VI in 1740, Maria Theresa inherited a court resplendent with 
ceremony and an Empire beset by financial and military troubles. The Roman Catholic Church 
was powerful and influential throughout the Austrian inherited lands, with authority over 
censorship, as well as monasteries, universities, and the lower levels of education. Beales 
contends that “from around 1750 the rulers of Austria came to regard the Church as the major 
obstacle to the state’s carrying through essential modernizing reforms.”30 On the advice of her 
chief minister, Count Wenzel Anton von Kaunitz,31 Maria Theresa embarked on a series of 
reforms in a campaign to subordinate the Church to the state, and to reduce expenditures on 
“unnecessary” liturgical ceremony.32 Her decree of January 1754 restricted the use of trumpets 
and timpani in liturgical settings and seems to have been incompletely understood by those it 
affected. Debate continues to the present day as to whether the intention was a complete ban on 
these instruments or a limitation on certain specific uses within the service. Although petitions 
for a reversal of the decree were denied, newly composed Viennese sacred music scored for 
“military instruments” is extant from this time.33 While her reforms regarding sacred music were 
generally inconsistently enforced, the fact that a consultation between Maria Theresa and Pope 
Benedict XIV preceded the 1754 proclamations reflects an apparent desire to align with the 
philosophies emanating from Rome.34 In 1767, her eldest son, Joseph II, relaxed this restriction 
when granting a petition to employ trumpets and timpani in the services celebrating Maria 
Theresa’s recovery from smallpox, as well as “in other sacred contexts, subject to official 
permission.”35 While Maria Theresa’s religious inclinations increased toward the end of her life, 
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so did her concern with her son’s apparent lack of dedication to the faith, which she notes in a 
March 1771 letter to the Marquis d’Herzelles: 
…he has on his own authority dispensed himself from Lent…One dare not talk in 
his presence about religion, the clergy, the authority of the church. His maxims 
are enough to make one’s hair stand on end. Unhappily he trumpets these fine 
principles with which he is imbued in every theatre-box, and everyone is aware of 
it, more even than I am. On this point, he adopts an astonishingly decided and 
partisan attitude. His confessions are rare; his prayers scarcely edifying; he 
seldom hears a complete Mass, and often misses it; no spiritual reading or 
conversation…36 
Joseph II was indeed a partisan of Enlightenment thought. During his mother’s reign, his interest 
in religious toleration, humanitarianism and cosmopolitanism was apparent, as was his dislike of 
pageantry, evidenced by his ensuing reductions in the cost and splendor at court.37  
With the death of his father, Francis I, in 1765, Maria Theresa made her son co-regent of 
the Austrian monarchy; he also assumed the position of Emperor Joseph II. Although she held 
his power in check during her lifetime, the Emperor shared his mother’s interest in reform, and a 
sense of his autocratic approach can be found in this statement from the beginning of his 
regency: 
Great things have to be accomplished at one stroke. All changes arouse 
controversy sooner or later. The best way of going about it is to inform the public 
of one’s intention at once, and, after having made one’s decision, to listen to no 
contrary opinion, and resolutely to carry it out.38 
His embrace of Enlightenment precepts came to the fore on the death of his mother in 1780, 
when Joseph II became sole ruler and exercised a series of fundamental changes in the structure 
of church and state. Intent upon instigating a reform agenda that would further weaken 
ecclesiastical authority and pave the way for a variety of social improvements, in July 1782 the 
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Emperor convened the Geistliches Hofkommission,39 to oversee the project. At the close of that 
year, Joseph II issued an edict to be implemented in Vienna and its surrounding communities by 
the beginning of Lent. These sweeping reforms banned all high masses except those on Sundays 
and holy days, and limited low masses to the duration of thirty minutes. He had already 
eliminated monasteries and convents of a purely contemplative nature through a series of 
closures; those that remained were now restricted from holding high mass, offering sermons or 
post-midday devotional services. The many brotherhoods in Vienna were disbanded and their 
funds were earmarked to finance social service projects to benefit the poor.40 All processions 
were banned, with the exception of the feast of Corpus Christi and Holy Week. In order to 
publicly clarify the revised role of music in church services, in February 1783 the Archdiocese of 
Vienna produced a new service order (Gottesdienstordnung) for the city, including the times that 
services would be held in the various churches, as well as the musical forces that would be 
employed.41 These restrictions, which took effect on Easter Sunday, 20 April, necessitated a 
decrease in the amount of concerted music heard in the church. Instrumentally accompanied 
masses were now only to be performed on Sundays and feast days, reducing the number per 
week from seven to one or two. Music for vespers services was limited to organ accompaniment 
only on Sundays and feast days, and settings of litanies were eliminated entirely.42 A German 
hymnbook was also produced at this time; Joseph II particularly valued the congregational 
involvement inherent in hymn singing and the reforms had codified the addition to low mass of a 
hymn with organ.43  
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 Leopold Mozart wrote to his son on 20 September 1782, describing reforms of a 
liturgical and musical nature outlined in a pastoral letter of 29 May by Archbishop Colloredo.44 
Although Leopold’s letter is now lost, Mozart’s reply of 25 September survives. He wrote: 
It was news to me to hear that the paintings in the churches which serve no useful 
purpose, the many votive tablets and the instrumental music and so forth, which are to be 
done away with in Vienna, have already been abolished in Salzburg. No doubt the 
Archbishop hopes by doing this to ingratiate himself with the Emperor; but I can hardly 
believe that this policy of his will be of much service to him.45 
This letter contains the only comment from Mozart’s extant correspondence that touches on the 
church music reforms. In light of his reference to the elimination of instrumental music, it is 
especially interesting to consider that his letter of 04 January 178346 mentions the half-finished, 
extensively scored mass in C minor (K. 427), which he certainly had begun composing during 
the time of the reform process. Black ponders how Mozart came to know about the reform 
agenda in Vienna as early as September 1782, and considers that he may have “had ‘insider’ 
knowledge through his various aristocratic contacts, and perhaps church contacts as well.”47 
Regardless, Mozart must have realized the significant decrease in paid work that would be 
available through the church for singers and instrumentalists in both Vienna and Salzburg and 
the financial difficulties that would result for these musicians. An anonymous petition sent to the 
Emperor in May 1783 on behalf of Vienna’s church musicians prompted a survey of the number 
of musicians employed in the city’s churches and their rates of pay, both before and after the 
reforms.48 The survey revealed that under the new restrictions on concerted sacred music, funds 
spent annually on church music were expected to decline by approximately 50%. In January 
1784, Joseph II finally responded to the petition by stating that the amount of financial resources 
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spent on music was at the discretion of each individual church.49 As his intent in the reform 
process included the elimination of extravagance in the liturgical realm, this reply is not 
surprising. Since church musicians typically worked in additional venues to earn a living in 
Vienna, it is also not surprising that in the time it took the Emperor to respond, many had solved 
the problem of their reduced income on their own. 
 Black traces the emergence of newly composed, concerted sacred music in Vienna in the 
ensuing decade.50 He argues that the existence of these works challenges the claim, frequently 
reported by scholars, that instrumentally accompanied sacred music was entirely banned.51 
Among the concerted sacred music extant from the years 1781-91, Black lists ten masses by 
Johann Georg Albrechtsberger, pointing out that a large number of his autographs are extant and 
were specifically dated by the composer. Also catalogued are three masses by Georg Pasterwitz, 
two by Ambros Rieder and Joseph Weigl and one mass each by Joseph Eybler, Ernest 
Frauenberger, Karl Frieberth, Joseph Haydn, Johann Georg Lickl and Antonio Salieri. Black also 
notes Mozart’s unfinished Mass in C minor, K. 427 from 1782-3 in this list, the isolated mass 
movement fragments52 assigned by Alan Tyson to 1787-91, as well as the concerted motet Ave 
verum corpus and the unfinished Requiem from 1791. Although there were certainly difficulties 
in compiling this list (Black notes the loss of autographs and widely dispersed sources), his 
reported sum of twenty-three newly-composed masses seems a low total for this decade, 
considering that figural settings of masses were heard on Sundays and feast days. Further, of the 
extant concerted sacred music examined, Mozart’s lack of work in the genre between the years 
1784-87 is held in common with the majority of the other composers listed. If one considers 
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Black’s entire list of sacred music, which included settings of motets, litanies, offertories and 
antiphons in addition to masses, interesting numbers emerge. In Albrechtsberger’s output alone, 
one finds twenty-three settings that date from the early years of the decade (1781-83), when the 
Josephinian reforms were in the process of formulation and implementation, twenty-six settings 
from the years of Mozart’s seeming inactivity, and only three settings from the later years of the 
decade.53 However, if the total output of all the other composers listed, including Mozart, is 
considered, a different picture emerges. Of these, ten compositions date from the early years of 
the reforms, only three from 1784-87, and thirty-eight date from 1788-91, a time of increased 
disenchantment with Joseph II’s reform agenda and the relaxation of the restrictions on 
concerted church music at the beginning of the short reign of Leopold II. Black’s list succeeds in 
making several points. First, it supports his contention that newly composed, instrumentally 
accompanied sacred music provides evidence that this type of work was not strictly banned 
during the Josephinian decade, as there would be no motivation to compose this amount of new 
music if opportunities for performance did not exist. As well, the significant output of Johann 
Albrechtsberger, regens chori for the church of the Carmelites (St. Joseph’s) seems to contrast 
with trends of composition common among other church music composers and deserves closer 
examination. Finally, the dearth of figural sacred music written by nineteen church music 
composers during the years 1784-87 signifies a commonality worth investigation. 
Aside from the decrease in opportunities for performance of this music, what else may 
have contributed to this relatively scant output? It is reasonable to consider what Black calls an 
“official climate of disapproval” surrounding concerted sacred music resulting from the reforms 
of the Gottesdienstordnung. Indeed, one must also consider that the Emperor’s Enlightenment 
philosophies were apparent from the time of the co-regency and were shared and influenced by 
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powerful imperial advisors such as Kaunitz and the diplomat Gottfried, Baron van Swieten.54 In 
fact, evidence of Joseph II’s reform Catholic ideology dates back to late 1781 to the Edict of 
Toleration, which benefitted the Protestant and Greek Orthodox communities, while resulting in 
the suppression of contemplative monasteries and the subsequent sale of monastic property to 
support parish churches. These developments preceded the formation of the Geistliches 
Hofkommission and the reforms of the Gottesdienstordnung and were enough of a concern to 
bring Pope Pius VI to Vienna to assess the impact of Joseph II’s reform agenda on Catholic 
dogma and the dignity of the Papal office. While the Pope was cordially received on this 
extraordinary journey, the first of its kind outside Italy since the sixteenth century, the Emperor 
made no concessions. Braunbehrens goes so far as to reason that Mozart composed no new 
liturgical music on the event of the pope’s visit because of this disfavor.55 More compelling, 
perhaps, is the fact that although Mozart mentions the Pope’s visit in two separate letters to his 
father,56 he does so in a casual manner, simply by way of relating an interesting bit of gossip. He 
in no way mentions plans for a sacred composition related to this powerful religious leader, 
although similar schemes are frequently found in correspondence written during earlier trips to 
Munich and Mannheim. With the onset of Joseph II’s sole reign, it became apparent that a shift 
away from the religiosity of Maria Theresa’s epoch was imminent.  
Consistent interest in sacred music composition 
The catalogue of Mozart’s works begins with a list of his masses, mass movements and 
requiem.57 The first entry is for a Kyrie, composed in 1766 at age ten. For the entries that follow, 
the largest time span between compositions is approximately two years, until one arrives at the 
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entry for the Mass in C minor, K. 427 of 1782-3, the final entry in this category but for the 
Requiem. Although specific dating for some of the mass movements is not possible and a range 
of years is listed, this consistent attention to liturgical music composition is significant. If one 
factors in the settings of litanies, vespers, vesper psalms, short sacred choral works, oratorios, 
sacred dramas, cantatas and the arrangements of the Handel oratorios from the Vienna decade,58 
the argument that Mozart maintained a lifelong interest in sacred music gains strength.59 The 
preponderance of completed works in these genres dating from the 1770s reinforces the tradition 
of Mozart scholarship that these compositions were confined to the Salzburg years. However, 
Alan Tyson’s groundbreaking work with paper studies in the 1980s and Ulrich Konrad’s sketch 
studies have authoritatively assigned a number of fragments and sketches of liturgical music to 
the years beyond Salzburg. Tyson has also expressed the controversial opinion that Kyrie K. 341 
(the autograph of which is lost) should be considered a product of the Vienna years.60 Once these 
examples are added to the catalogue, one can trace a thread of sacred composition that reaches 
from Salzburg through the final years of Mozart’s life.  
 Strengthening this argument for consistent, if not constant, interest in sacred music is 
Mozart’s correspondence, particularly the letters exchanged with his father, which provide 
insights into compositional goals and practices as well as career aspirations. Liturgical music is 
mentioned frequently in the correspondence during Mozart’s ill-fated travels of 1777-79, as he 
searched for a permanent position in Mannheim, Munich and Paris. Early in the trip, Leopold 
advises his son that although the Elector declined to offer him a permanent position in Munich, 
he might yet make some money, as “there will also be countless opportunities to compose for the 
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church and the theatre.”61 Mozart responds from Mannheim, writing “I may say that I very much 
regret not having a copy of at least one mass with me. I should have certainly had one performed, 
for I heard one of Holzbauer’s recently and it is quite in our style.”62 Several days later, he writes 
again, listing the instrumental genres he intends to compose within the next two months, adding 
“and then I have an idea of writing a new grand mass and presenting it to the Elector [Carl 
Theodor].”63 This assertion, enthusiastically supported by Leopold in a subsequent letter,64 
indicates the confidence Mozart placed in his ability to compose in this genre, as well as the 
career advancement he anticipates will result. Months later he refers again to this project with 
similar interest. “Moreover, you know that I become quite powerless whenever I am obliged to 
write for an instrument which I cannot bear. Hence as a diversion I compose something else, 
such as duets for clavier and violin, or I work at my mass…If only the Elector were here, I 
should very quickly finish the mass.”65 And yet, two weeks later, “Ah, if only the Elector of 
Bavaria had not died! I would have finished the mass and produced it and it would have made a 
great sensation here. I was in excellent humour for composing it.”66 On what should have been 
his return trip to Salzburg to take up the position of court organist after failing to secure a 
position elsewhere, Mozart lingers in Munich, declaring, “I am going to compose a mass here (I 
am just telling you this as a tremendous secret). All my good friends are advising me to do so.”67 
While this was probably a stalling device, as Mozart had no love for the idea of returning to 
Salzburg and indeed did not follow through with the new composition, the suggestion that he 
compose a grand mass points to his continued interest in writing liturgical music. As a means to 
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attracting attention to his skills as a composer, a performance of this type of composition would 
allow for a significant number of influential people to hear his work. Upon his eventual return to 
Salzburg, the duties of his new position included composing for the chapel, and within two years 
he had written the two fine concerted masses in C major (K. 317 and 337) that would play a role 
in his Vienna years. 
 The correspondence also points to a valuable pedagogical tool consistently employed by 
Leopold: the advice that Mozart first familiarize himself with the musical customs and traditions 
inherent to the regions to which he traveled, before attempting to compose there. Thus, the letters 
reveal descriptions and critiques of the local composers and musicians that are instructional. 
Leopold writes to Mozart in Munich in 1777,  
[the Elector should] give you an opportunity of showing your ability in all kinds 
of composition, especially in church music. You must make a point of going to 
the chapel and observing the style employed there – length, shortness and so 
forth. For these lords always consider the one style to which they are accustomed 
to be the best. Consuetudo est altera natura!68 
Mozart’s mother, Maria Anna, assured her husband from Mannheim that they were not only 
attending to their spiritual life, but also sampling the music: “… on Sundays and Holy days we 
can go to the Pfarrkirche. Indeed Wolfgang goes every Sunday to High Mass at the Hofkirche in 
order to hear the music.”69 What is more, after acting on his decision to remain in Vienna in 
1781, Mozart wrote to his father “I attend Mass every Sunday and every Holy day and, if I can 
manage it, on weekdays also,”70 as a means of assuring the family of his respectable and 
Christian behavior, but also indicating that he was regularly exposed to the style of liturgical 
music being performed in his new city. 
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In 1778, accompanied by his mother, Mozart moved on to Paris. Leopold advised, 
“Learned contrapuntal settings of the psalms are performed at the Concert Spirituel; and one can 
acquire a great reputation by this means.”71 And a month later, he admonished,  
If you are commissioned to write a piece of counterpoint or something similar for 
the Concert Spirituel, work it out with the greatest care and be sure to hear 
beforehand what is being composed in Paris and what people prefer. You will find 
their bass singers very powerful and excellent. Whatever you compose must be 
written out in full, for sometimes compositions are engraved in score.  
Leopold continued to encourage an awareness of Europe’s musical traditions as a component of 
his son’s education, allowing for the evolution of his approach to composition while retaining his 
individual voice. The results of this studious listening are found in further correspondence 
between the family members. 
Mozart’s letters home were frequently replete with descriptions of the local music, 
particularly that of the church. He wrote with the following description of liturgical music at 
Mannheim. Although predominantly a critique of the performing forces, he also states strong 
opinions about the question of a performance of one of his Salzburg masses at the Kapelle. 
Now I must tell you about the music here. On Saturday, All Saints’ Day, I was at 
High Mass in the Kapelle. The orchestra is excellent and very strong. On either 
side there are ten or eleven violins, four violas, two oboes, two flutes and two 
clarinets, two horns, four violoncellos, four bassoons and four double basses, also 
trumpets and drums. They can produce fine music, but I should not care to have 
one of my masses performed here. Why? On account of their shortness? No, 
everything must be short here too. Because a different style of composition is 
required? Not at all. But because, as things are at present, you must write 
principally for the instruments, as you cannot imagine anything worse than the 
voices here. Six sopranos, six altos, six tenors and six basses against twenty 
violins and twelve basses is just like zero to one… The reason for this state of 
affairs is that the Italians are now in very bad odour here. They have only two 
castrati, who are already old and will just be allowed to die off. The soprano 
would actually prefer to sing alto, as he can no longer take the high notes.  The 
few boys they have are miserable.  The tenors and basses are like our funeral 
singers… But today, Sunday, I heard a mass by [Ignaz Jakob] Holzbauer, which 
he wrote twenty-six years ago, but which is very fine. He is a good composer, he 
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has a good church style, he knows how to write for voices and instruments, and he 
composes good fugues.72 
Already in 1777, Mozart defines “a good church style” as music not necessarily recently 
composed, but that which is idiomatic to voices and instruments and uses solid contrapuntal 
technique, despite having been composed over a quarter of a century before. However, he heaps 
disdain on the recent liturgical work of another Mannheim composer: 
I went to the service, brand new music composed by Vogler. I had already been to 
the afternoon rehearsal the day before yesterday, but went off immediately after 
the Kyrie. I have never in my life heard such stuff. In many places the parts 
simply do not harmonize. He modulates in such a violent way as to make you 
think that he is resolved to drag you with him by the scruff of the neck; not that 
there is anything remarkable about it all to make it worth the trouble; no, it is all 
clumsy plunging. I will not say anything about the way in which the ideas are 
worked out. I will only say that it is impossible that a mass of Vogler’s should 
please any composer who is worthy of the name. To put it briefly, if I hear an idea 
which is not at all bad – well – it will certainly not remain not at all bad for long, 
but will soon become – beautiful? God forbid! – bad and thoroughly bad; and that 
in two or three different ways. Either the idea has scarcely been introduced before 
another comes along and ruins it; or he does not round it off naturally enough to 
preserve its merit; or it is not in the right place; or, finally, it is ruined by the 
instrumentation.73 
Since Mozart attended the service, we can conclude that he heard the entire Vogler mass in 
performance, although he states he left the rehearsal after hearing only the Kyrie. One wonders if 
there is any significance to this statement, as the majority of Mozart’s incomplete mass 
movements are themselves Kyries. Perhaps he viewed this tripartite movement as sufficient to 
function as a microcosm of the entire work. Certainly, his appraisal of Vogler’s composition 
places particular importance not only on a composer’s approach to melody and harmony, but to 
the architecture and pacing of a work, and the use of instrumentation.  
This pattern of compositional criticism and analysis continued in Mozart’s 
correspondence, although he never addressed his opinions about liturgical music more explicitly 
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than in this particular example. In Munich in late 1780, during work on Idomeneo, Mozart wrote 
home to his father, requesting scores of his recently composed masses (probably K. 317 and K. 
337) “which I brought away with me – and also the mass in B-flat [K. 275] for Count Seeau will 
be telling the Elector something about them shortly. I should also like people to hear some of my 
compositions in this style. I have heard only one mass by [Paul] Grua. Things like this one could 
easily turn out at the rate of half a dozen a day.”74 Such criticism from Mozart is severe; he had 
stated his views on this manner of composing two years earlier, when writing from Mannheim 
that it was difficult to find time and quiet for focused work. “I could, to be sure, scribble off 
things the whole day long, but a composition of this kind goes out into the world, and naturally I 
do not want to have cause to be ashamed of my name on the title-page.”75 Leopold commented 
on this theme several months later in 1778, when he wrote, “It is better that whatever does you 
no honour, should not be given to the public. That is the reason why I have not given any of your 
symphonies to be copied, because I suspect that when you are older and have more insight, you 
will be glad that no one has got hold of them, though at the time you composed them you were 
quite pleased with them. One gradually becomes more and more fastidious.”76 This comment 
sheds additional light on Leopold’s letter of the previous year, where he responds to Mozart’s 
statement that he regretted not having brought at least one of his masses with him to Mannheim77 
by writing, “You will remember, however, that I was very much against your taking so many 
symphonies with you. I just picked out a good number of them, but I naturally thought that you 
would leave some of them behind. Yet instead of putting several aside, you added to them others, 
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and thus made such an enormous pile that you could not pack any of your church music.”78 
Leopold’s assessment of the quality of Mozart’s church music is implicit in that statement, and 
points to an interesting dichotomy in the acknowledged development of compositional prowess 
between Mozart’s sacred choral and secular instrumental works. 
Mozart’s habit of commenting on the performance of church music continued into his 
Vienna years, although with the death of Leopold in 1787, he was deprived of his primary 
partner in correspondence. Mozart wrote infrequently from Vienna to his sister, and his letters to 
his wife, Constanze, are filled with admonishments regarding her health and behavior, as well as 
affectionate messages and news of his more mundane daily activities. However, in 1789, he 
wrote to Constanze from Dresden and slipped this bit of critique into the mix, “On Monday, 
April 13th, after breakfasting with the Neumanns79 we all went to the Court chapel. The mass was 
by [Johann Gottlieb] Naumann, who conducted it himself, and very poor stuff it was.”80 It is not 
surprising that Mozart left the description vague, as it was not his habit to describe musical 
details in the letters to his wife. Scholars have debated the depth of Constanze’s musical 
understanding, but that is not within the purveyance of this project; suffice it to say that the 
quality of the liturgical music Mozart heard that day from the Oberkapellmeister to the Dresden 
court merited a comment in this correspondence. 
 Mozart’s formal education came at the hands of his father, Leopold, and continued 
despite geographical distance through correspondence. Leopold frequently described or enclosed 
copies of compositional models for his son’s further study and reference and received occasional 
requests from Mozart for particular works, revealing the quality and type of composition valued 
by father and son. There are several references to examples of liturgical music, although they 
                                                
78 Ibid., 417. 
79 Ibid., 921, fn3; Johann Leopold Neumann wrote and translated opera texts; his wife was a pianist. 
80 Ibid., 922. 
 25 
focus particularly on the counterpoint of Johann Ernst Eberlin and Michael Haydn. In 1777, 
Leopold wrote enthusiastically of new liturgical music performed in Salzburg: 
I have this moment come in from the Cathedral service, during which Haydn’s 
oboe mass [Hieronymus mass in CM] was performed… I liked the whole mass 
very much, as there were six oboists, three double basses, two bassoons and the 
castrato…What I particularly liked was that, since oboes and bassoons resemble 
very much the human voice, the tutti seemed to be a very strongly supported 
chorus of voices, as the sopranos and altos, strengthened by the six oboes and the 
alto trombones, admirably balanced the number of tenor and bass voices; and the 
pieno was so majestic that I could have easily done without the oboe solos.  The 
whole affair lasted an hour and a quarter and I found it far too short, for it is really 
an excellent composition.  It all flows along naturally; the fugues, and particularly 
the Et vitam etc. in the Credo, the Dona nobis and the Hallelujah in the offertory 
are worked out in a masterly fashion, the themes being most natural and without 
any exaggerated modulations or too sudden transitions…If some time or other I 
can obtain this mass, I shall certainly send it to you… The result may be at last an 
appointment as Cathedral Kapellmeister or Deputy-Kapellmeister, for which 
Haydn has been working for so many years.81 
The discussion of instrumentation complementary to voices, unaffectedness of theme and 
graceful harmony provide insight into Leopold’s philosophy of an “excellent composition.” 
These same standards are reflected in Mozart’s negative assessment of Vogler’s Mannheim mass 
and were obviously criteria that informed the composition lessons Leopold provided his son. 
Another noteworthy piece of philosophical evidence is Leopold’s speculation that Michael 
Haydn might, through the success of this outstanding work of liturgical music, secure a 
promotion to Kapellmeister or Deputy-Kaellmeister of the cathedral, which had not thus far been 
forthcoming. Leopold’s conjecture also testifies to the potential of liturgical composition to 
advance a musician politically in a noble household. 
Two weeks prior, Leopold sent copies of church works by Eberlin and Michael Haydn to 
Mozart in Augsburg, writing, “…for I could not refrain from letting you have these works. 
Sometimes an opportunity occurs of composing in the same style; and these are still very good 
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models.”82 Six years later, Mozart referenced these same scores when writing to his father from 
Vienna. “Then there are a few counterpoint works by Eberlin copied out on small paper and 
bound in blue, and some things of [Michael] Haydn, which I should like to have for the Baron 
van Swieten, to whose house I go every Sunday from twelve to two.”83 Gottfried, Baron van 
Swieten, was one of the late eighteenth century’s most influential Viennese patrons of music. 
Prefect of the Imperial Library and President of the Court Commission on Education and 
Censorship, he was instrumental in instituting reforms during the reign of Joseph II.84 Swieten 
invited musicians to the Imperial Library each week to explore old music, particularly that of J.S. 
Bach and Handel, to which he had been introduced during the previous decade, while serving as 
ambassador to Berlin.85 Mozart referred to this group often in his letters to Leopold, frequently 
by way of requesting samples of music for them to explore. First referenced in early April 1782, 
Mozart requests fugues by Eberlin and Handel, and mentions that he is collecting the fugues of 
Sebastian, Emanuel and Friedemann Bach, as well as those by Handel.86 In the same letter of 
January 1783 that requests the bound samples of Haydn and Eberlin, Mozart asks, “Tell me, are 
there any really good fugues in Haydn’s last mass or vesper music, or possibly in both? If so, I 
should be very much obliged to you if you would have them both scored for me bit by bit.”87 
This inquiry may indicate that Mozart’s interest in fugues had progressed from older samples 
composed for the keyboard to an examination of choral fugues by respected contemporary 
composers. A letter to Leopold two months later requests “the original scores of my masses and 
of my two vesper compositions. This is solely with a view to the Baron van Swieten hearing 
                                                
82 Ibid., 322. 
83 Ibid., 835. 
84 Edward Olleson, “Gottfried, Baron van Swieten” in New Grove Dictionary of Music and Musicians, 414-5, and 
John A. Rice, “Vienna under Joseph II and Leopold II”, Classical Era: From the 1740s to the End of the 18th 
Century, ed. Neal Zaslaw (Englewood Cliffs, NJ: Prentice Hall Inc., 1989), 130. 
85 Olleson, 415. 
86 Anderson, 800. 
87 Ibid., 835. 
 27 
them. He sings treble, I sing alto (and play at the same time), Starzer sings tenor and young 
Teiber from Italy sings bass.” Mozart continues by requesting several of Michael Haydn’s choral 
compositions to “enliven our Sunday music practices…”88 In the following weeks, Mozart writes 
again with a particular request for sacred choral music. “What we should like to have as well, my 
dearest father, is some of your best church music, for we like to amuse ourselves with all kinds 
of masters, ancient and modern.”89 In another letter, he inveigles, 
When the weather gets warmer, please make a search in the attic under the roof 
and send us some of your own church music. You have no reason whatever to be 
ashamed of it. Baron van Swieten and Starzer know as well as you and I that 
musical taste is continually changing – and, what is more, that this extends even 
to church music, which ought not to be the case. Hence it is that true church music 
is to be found only in attics and in a worm-eaten condition. When I come to 
Salzburg with my wife in July, as I hope to do, we shall discuss this point at 
greater length.90 
While historians frequently cite this particular passage, there remains disagreement over what 
Mozart and Leopold, as well as Swieten’s musical circle, determined to be “true church music.” 
If the discussion between father and son regarding this topic did occur during the long-delayed 
visit to Salzburg, no account of it survives. 
 Another frequently cited letter from these early years in Vienna centers on the 
composition of the unfinished great Mass in C minor, K. 427. In January 1783, Mozart wrote to 
Leopold, 
It is quite true about my moral obligation and indeed I let the word flow from my 
pen on purpose. I made the promise in my heart of hearts and hope to be able to 
keep it. When I made it, my wife was still single; yet, as I was absolutely 
determined to marry her soon after her recovery, it was easy for me to make it – 
but, as you yourself are aware, time and other circumstances made our journey 
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impossible. The score of half of a mass, which is still lying here waiting to be 
finished, is the best proof that I really made the promise.91 
It has been endlessly debated why Mozart didn’t complete the torso and in what manner it was 
performed during the couple’s trip to Salzburg in the autumn of that year. Nannerl’s diary and 
the surviving parts provide terse testimony to the fact that the mass torso was performed, but 
several questions still surround its only performance.92 What is certain is that Mozart had entered 
into composition of an extended liturgical work on a scale not previously attempted, with several 
extant sketches relating to this work dated to 1782 and 1783. Many scholars have pointed to 
Mozart’s need for a commission or fixed performance commitment to function as the impetus to 
complete a work. The correspondence cited above bears witness to several plans for mass 
composition in the later years of the previous decade that did not come to fruition; the Kyrie 
fragment K. Anh. 12 of 1779 and Sanctus sketch K6 296c from the same time period have been 
supposed to be the orphans of these plans. Likewise, the great torso K. 427, quickly converted to 
the oratorio Davidde penitente K. 469 for use by the Tonkünstlersocietät in 1785, remained 
unfinished and unperformed in its original incarnation beyond its debut in Salzburg. 
 The years from 1784 to 1786 reflect a dearth of liturgical composition. A few short choral 
sketches related to the Mass in C minor, K. 427 have been dated to 1783. Sacred music is 
represented by the converted oratorio Davidde penitente, one sketch and two Masonic cantatas 
composed in 1785. The earliest possible year of attribution for the mass movement fragments has 
been determined to be 1787.93 Black’s research investigating the output of Viennese church 
composers cited earlier in this document attests to the fact that these were generally lean years. 
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Mozart’s activities centered on composition of secular genres, as well as freelance performances 
as a keyboard virtuoso.  
 Baron van Swieten had been a patron of Mozart’s since his arrival in Vienna and the two 
developed a close musical association. They shared an interest in sacred music through the 
Sunday sessions, which often included entire Handel oratorios, with Mozart at the piano. In order 
to mount these large works with the intended forces, in 1786 Swieten founded the Gesellschaft 
der associierten Kavaliere, composed of members of the nobility with significant financial 
resources, many employing private orchestras.94 Mozart had been occupied with other projects 
and was unavailable to become involved in these performances until 1788, when Swieten and the 
Gesellschaft hired him to arrange and conduct several large choral works by Handel for private 
performance, typically followed by a public performance at the Nationaltheater. Mozart arranged 
and conducted four such works between 1788 and 1790: Acis and Galatea, Messiah, Alexander’s 
Feast, and the Ode to St. Cecilia.95 These experiences, coupled with his 1789 concert tour to 
Leipzig, reintroduced Mozart to the choral works of Bach and Handel, influencing his own 
composition.  
This time period also reveals a resurgence of liturgical composition, with at least five 
mass movement fragments dated to these final years. In August 1788, Mozart wrote to his sister 
with a request. “I should very much like [Michael] Haydn to lend me for a short time his two 
Tutti-masses and the Graduale which he has composed, all of them in the original scores. Tell 
him that I shall return them with many thanks.”96 Black reasons that “tutti-messen” were those 
scored entirely for chorus without soloists. He points out that Michael Haydn composed two 
such masses, the Missa Sancti Joannis Nepomuceni MH 182 of 1772 and the Missa Amandi 
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(Missa Lambacensis) MH 229 of 1776.97 Mozart would have had the opportunity to hear these 
masses while living in Salzburg; his request for them in original score indicates a desire to study 
them. Indeed, none of the mass movement fragments dating from these final years are scored for 
vocal soloists, lending strength to the reasoning that Mozart sought these works as compositional 
models of a tutti mass framework. Black indicates that there is no surviving evidence that Mozart 
received these works from Nannerl,98 but the request for choral masses from a Salzburg 
composer whose church music Mozart and Leopold both respected provides further proof of his 
re-engagement with liturgical music during his final years in Vienna.  
During the twentieth century, another piece of data was added to this argument. Three 
scores in Mozart’s hand were identified as original works of influential Viennese composer 
Georg Reutter, Kapellmeister at the Stephensdom and court Kapellmeister under Maria Theresa, 
copied incompletely in score sometime between 1787 and 1791. De Profundis (Hofer Psalmen 
und Cantica 123), catalogued as K. 93/Anh. A22, consists of the vocal parts and continuo in their 
entirety, but missing the violin parts; Memento domine David (Hofer Psalmen und Cantica 124), 
K. 93a/Anh. A23, was only copied to bar 32 and excluded text and violin parts. The second 
Kyrie from Mass in D (Hofer Messen 80), listed as K. 91/186i also breaks off after 32 bars and 
omits the trumpet and timpani parts.99 The length of these copies reflects the length of Mozart’s 
own mass movement fragments composed during this time period, and perhaps provides a model 
for the kind of compact structure that can be evoked by such a brief study. Also noteworthy are 
the composition dates of the sacred music Mozart chose as models. Reutter, Eberlin, J.S. Bach 
and Handel all provide exemplars from an earlier generation of church musicians. The mass by 
Ignaz Holzbauer that Mozart praised in his correspondence a decade earlier had been written 
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twenty-six years before he heard it performed. The tutti masses by Michael Haydn that Mozart 
requested in score were both more than a decade old. These models of “true church music” that 
Mozart embraced, and possibly others of which we have not yet learned, signal not only an 
interest in the past, but also a link to his current compositional projects in the form of the mass 
movement fragments. 
A contemporary account that also points to a revival of liturgical composition comes 
from Joachim Daniel Preisler, a representative of the Royal Theatre in Copenhagen who visited 
Mozart in Vienna while touring France and Germany. He notes details of the visit in his diary on 
24 August 1788, particularly that Mozart was writing church music.100 Deutsch proposed that 
Preisler was describing Mozart’s arrangements for Swieten, but Black reasons that Preisler was 
knowledgeable enough to recognize the difference between actual church music and oratorios,101 
and prefers to take the description at its “face value.” It is, of course, possible that Preisler saw 
one of the mass movement fragments that Mozart composed during this time period. Deutsch 
would not have considered this possibility, believing all Mozart’s liturgical composition confined 
to the Salzburg years. Tyson’s examination of the paper sources has placed these compositions in 
the final years of the Vienna period, making this a reasonable hypothesis. Regardless, a 
discernible interest in the composition of new sacred music, linked to the study of liturgical 
music written in previous decades by a variety of composers, can be dated to these final five 
years in Vienna. 
 There is also evidence of performances of Mozart’s sacred music in churches in Prague, 
Vienna and the surrounding areas during these late years.  The Prager Oberpostamtszeitung 
reported that an unspecified mass was performed on 6 December 1787 at St. Nicholas Church in 
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Malá Strana to great appreciation.102 Mozart wrote to his lodge brother and patron Michael 
Puchberg on 12 June 1790 that “one of my masses is being performed tomorrow at Baden;”103 
the choirmaster at the parish church in Baden was Mozart’s friend Anton Stoll. Deutsch believes 
the mass performed that June was K. 317,104 probably based on the letter Mozart wrote to Stoll 
the following year, including the incipit to the Kyrie of this mass and requesting the score and 
parts, with a promise to return it very soon.105 That the quality of Mozart’s church music was 
familiar throughout the Empire can be inferred from the review of a December 1790 production 
of Don Giovanni that appeared in the Chronik von Berlin in early 1791, which stated an 
admiration for the composer’s church music while panning the opera.106 Mozart went to Baden 
several times during the summer of 1791 to visit Constanze, who was there taking the waters 
during one of her illnesses. In his Verzeichnüs, Mozart dated the motet Ave verum corpus K. 618 
to 18 June in Baden. He traveled to Baden again the following month; his Mass in B-flat, K. 275 
was performed at the parish church there on 10 July. Mozart wrote to Stoll two days later to 
request the parts to this mass, as well as Michael Haydn’s Graduale in B-flat, which had also 
been performed. Mozart notes, “I have been asked to conduct a mass in a church.”107 The details 
of this performance are not definitely known, but the possibility exists that the intended 
performance was for St. Stephen’s in Vienna.  
 Additional consideration of Mozart’s late church music involves the death of Joseph II on 
20 February 1790 and the succession of his brother, Leopold II, as Emperor and ruler of Austria. 
During the first half of May 1790, Mozart began the draft of a letter, presumably to Archduke 
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Francis, seeking support for his petition to be appointed second Kapellmeister to the court. He 
wrote, 
I make so bold as to beg your Royal Highness very respectfully to use your most 
gracious influence with His Majesty the King with regard to my most humble 
petition to His Majesty. Prompted by a desire for fame, by a love of work and by 
a conviction of my wide knowledge, I venture to apply for the post of second 
Kapellmeister, particularly as Salieri, that very gifted Kapellmeister, has never 
devoted himself to church music, whereas from my youth up I have made myself 
completely familiar with this style.108  
On 17 May, Mozart wrote to Puchberg, “I now have great hopes of an appointment at court, for I 
have reliable information that the Emperor has not sent back my petition with a favourable or 
damning remark, as he has the others, but has retained it.”109 Mozart had been the recipient of an 
apparent sinecure position of Kammermusikus in December 1787 under Joseph II. The post paid 
800 fl. annually, but in the hierarchy of the court’s composers, Mozart was considered second 
only to Salieri, who served as Kapellmeister of the Italian opera company. In 1788, the Emperor 
had merged the Hofkapelle with the theater under the management of Count Orsini-Rosenberg, 
retired Kapellmeister Giuseppe Bonno at full salary and replaced him with Antonio Salieri.110 
Link argues that Mozart’s petition grew out of an expectation that Leopold II would reorganize 
his musical establishment along the lines of Charles VI, whose first Kapellmeister was 
responsible for opera, with a second Kapellmeister assigned to church music.111 The Emperor 
did, indeed, reorganize, but not in the manner Mozart may have anticipated. In 1791, Leopold II 
removed Salieri from his opera duties, retaining only responsibilities associated with church 
music; in fact the bulk of Salieri’s sacred compositions dates from this time period. 
Consequently, nothing came of Mozart’s petition. However, if the hypothesis is entertained that 
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Mozart had re-engaged in active composition of sacred music during these final years, Link’s 
argument for the motivation behind the petition is quite conceivable and more plausible than the 
assertion stated by other historians that he simply sought additional income. 
 With Leopold II’s accession also came a new official attitude about concerted church 
music. Several such pieces were composed and performed in association with the celebrations 
surrounding his rule of the hereditary lands and his election as Emperor.112 Older works of 
concerted sacred music were also revived; a Requiem by Reutter was performed at St. Stephen’s 
Cathedral in November 1790 to mark the tenth anniversary of the death of Empress Maria 
Theresa. Indeed, in March 1791, Leopold II altered his brother’s Gottesdienstordnung of 1786 in 
favor of concerted sacred music.113 Under the revisions, instrumental masses could be performed 
for high mass at any church, previously constrained to metropolitan churches on Sundays and 
holy days alone. Additionally, instrumental litanies were again approved, although vesper 
services were not mentioned. In accord with Joseph II’s revisions, however, Leopold II deemed 
that funding for the realization of these concerted works should be provided for by the churches 
and their congregations rather than through the use of state monies.114 
 The change in the political climate surrounding church music and the resurgent 
performance possibilities of concerted liturgical music may have stimulated Mozart’s interest in 
acquiring a position as church Kapellmeister. On 25 April 1791, he wrote the Magistrat of 
Vienna, 
When Kapellmeister Hofmann was ill, I thought of venturing to apply for his 
post, seeing that my musical talents, my works and my skill in composition are 
well known in foreign countries, my name is treated everywhere with some 
respect, and I myself have the honour to be employed as composer to the Court of 
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Vienna. I trusted therefore that I was not unworthy of this post and that I deserved 
the favourable consideration of our enlightened municipal council. 
Kapellmeister Hofmann, however, has recovered his health and in the 
circumstances – for I wish him from my heart a long life – it has occurred to me 
that it might perhaps be of service to the Cathedral and, most worthy gentlemen, 
to your advantage, if I were to be attached for the time being as unpaid assistant to 
this aging Kapellmeister and were to have the opportunity of helping this worthy 
man in his office, thus gaining the approbation of our learned municipal council 
by the actual performance of services which I may justly consider myself 
peculiarly fitted to render on account of my thorough knowledge of both the 
secular and ecclesiastical styles of music.115 
It seems that the Council initially moved to reject Mozart’s petition, but later had a change of 
heart116 and issued a decree on 9 May requiring Mozart “by a legal agreement…to assist 
[Kapellmeister Hofmann] in his service without remuneration, to deputize for him when he 
cannot appear in person, and in case this post of Kapellmeister shall fall vacant, to be satisfied 
with the salary and with all that which the City Council may decree and deem advisable.”117 On 
22 May, the Pressburger Zeitung published the following statement: “Vienna. The Court 
Composer Mozart has received from the City Council here the reversion of the post of 
Kapellmeister at St. Stephen’s, which brings in 2,000 gulden.”118 From what source the 
newspaper obtained the salary figure it reported is unknown, but the essence of the decree is that 
Mozart could expect lucrative compensation on his succession to the position. Some scholars 
believe that Mozart’s motivation to petition for the unpaid position was born of the knowledge of 
Hofmann’s serious illness.119 It is also possible that Mozart’s long-held opinions about the 
progression of cathedral Kapellmeisters prompted him to act. In response to a letter from Abbé 
Bullinger in 1778 reporting on the absence of a Kapellmeister in Salzburg after a resignation, 
Mozart wrote, “That, of course, is the result of not making provision in time. Half a dozen 
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Kapellmeisters should always be held in readiness, so that if one drops out, another can instantly 
be substituted.”120 It is possible that the recent relaxing of constraints on concerted church music 
combined with Hofmann’s seemingly precarious health inspired Mozart to insert himself as the 
first Kapellmeister “held in readiness” for the highly-respected cathedral position. 
 The decree appointing Mozart to the position of assistant Kapellmeister indicated that he 
should serve the Cathedral when Hofmann was unable to appear. It follows that the Council 
anticipated the need for Mozart to actively perform the duties of a Kapellmeister in the time 
immediately following his appointment. The details of his service, however, are unclear. 
Mozart’s letter to Stoll in Baden in late May121 included a sketch of the incipit to K. 317 and a 
request for the score and parts of this mass. The timing and essence of the request implies the 
intention of an impending performance of the work; the possibility exists that Mozart planned to 
conduct the mass at St. Stephen’s in fulfillment of his new duties and in line with Leopold II’s 
amended Gottesdienstordnung. A month later, Mozart again requested parts from Stoll, this time 
for his Mass in B-flat, K. 275, along with those for Michael Haydn’s Graduale. His comment to 
Stoll, “I have been asked to conduct a mass in a church,” may also have applied to his work for 
St. Stephen’s. There is only one direct reference to St. Stephen’s in Mozart’s late 
correspondence. On 5 June, he wrote to Constanze at Baden, “A whole crowd of people were 
made fools of today in St. Stephen. Madame [Anna von] Schwingenschuh and Lisette called on 
me very early in the morning and I told them so. Then I sent Lorl to church to tell [Gottfried von] 
Jacquin and Schäfer at once. The both came to see me immediately. I then sent another message, 
for they had seen Hofmann go to the choir.”122 Black believes that the event indicated was a hot-
air balloon launch, which Mozart and others witnessed after an early service, and that Constanze 
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would have understood his spare description.123 Although it is unclear to whom Mozart sent the 
final message when told that Hofmann had been seen in the choir loft at St. Stephen’s, it does 
seem probable that by this time Mozart had been regularly fulfilling his musical duties at the 
cathedral. Indeed, on 27 July, the Wiener Zeitung advertised masses, oratorios and motets by 
Mozart and Haydn available from Johann Träg,124 who retailed music in manuscript copies. Träg 
had previously offered some of Mozart’s instrumental works; it is tempting to connect the 
availability of his sacred choral music at this time to performances of these works in fulfillment 
of his responsibilities at St. Stephen’s. Black reports that the Cathedral once possessed 
performance materials for several of Mozart’s sacred works, including 8 masses, a completion of 
K. 427 and the Requiem.125 However, as there have been significant losses from this inventory, it 
is not possible to draw definite conclusions about which of Mozart’s works were performed 
during his tenure as adjunct Kapellmeister or the extent of his duties in this capacity. 
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CHAPTER 2 
ANALYSIS OF THE MASS IN C MINOR, K. 427 
 
 “[T]his extraordinary Mass in C minor, which was destined to remain unfinished, is like a 
compendium, as if its composer wished to display all the current modes of writing church music, 
from solemn fugues to arias reminiscent of Italian opera, and including old-fashioned choruses 
like the Handelian ‘Qui tollis’ for double choir,”126 asserts H. C. Robbins Landon in his overview 
of Mozart’s sacred music. The surviving autograph of this great torso consists of complete 
settings of the Kyrie and Gloria, followed by a truncated Credo. The Kyrie is set as a single 
movement for Canto solo and CATB chorus, scored for the full orchestral complement of oboes, 
bassoons, corni, clarini trumpets, timpani, strings (including violas) and continuo with colla 
parte trombones.127 Hermann Abert marks the Gloria as an example of Mozart’s “tendency 
towards monumentality” in this torso, noting that, “the individual sections are developed on a 
scale previously unknown in Mozart’s works.” Abert argues that by setting the Gloria’s text as 
seven individual movements for chorus or solo voices, employing the format historians term 
“cantata mass,” Mozart departs from attempts to create formal unity found in his Salzburg mass 
settings.128 The movements set for chorus vary in voicing; they include CATB, CCATB and 
double CATB choir. The Credo breaks off after two movements, one set for CCATB chorus and 
the last for Canto solo.  
 Although the Sanctus and Benedictus are no longer extant, the wind parts for the Sanctus 
and four movements of the Gloria are intact and inserted in the document on supplementary 
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leaves. These overflow parts, scored on ten-stave manuscript paper, support the evidence of 
surviving performance parts and a copy of the full score, which indicate that Mozart employed 
double choir for the Sanctus, as well as the ‘Qui tollis’ movement of the Gloria. Robert Levin’s 
recent reconstruction129 illustrates the similar textural interaction between the choruses in these 
settings, and by extrapolating from the instrumental doublings recorded in the supplementary 
parts, posits the fugal roles embodied by each choir in the ‘Hosanna.’ In contrast to the four-
voice fugal texture of the ‘Cum Sancto Spiritu,’ Levin reasons that the subject material was sung 
by Choir I, while Choir II contributed the faster counter-subject.130 Not only is this reasoning 
sound, based on the evidence of the score and doubling conventions of the time, but it asserts 
that Mozart explored yet another complexity of texture in this remarkable “compendium” of 
compositional practices.  
 The autograph is comprised of 73 leaves with five different watermarks, all used between 
1781 and 1783. The majority of the paper, however, bears the Tyson watermarks 56 (36 leaves) 
and 60 (19 leaves), with smaller quantities of watermarks 11 (4 leaves), 61 (4 leaves) and 62 (9 
leaves). The different paper types are not used sequentially, but are interspersed throughout the 
document,131 giving rise to several theories regarding Mozart’s stock of manuscript paper, which 
will be explored later. While the majority of this paper was purchased in Vienna and machine-
ruled with 12 staves, Tyson has linked the nine leaves of paper type 62, machine-ruled with 10 
staves, to a 1783 Salzburg purchase.132 These leaves contain the supplementary wind parts 
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inserted at the end of the unfinished score, which were certainly notated during the course of the 
Salzburg visit. 
 The following analysis of the Mass in C minor, K. 427 consists of six sections, 
corresponding to the six choral settings in the work. Each section includes an examination of 
formal characteristics, as well as an investigation of the autograph facsimile. Watermark 
identification and provenance of the manuscript paper is included in order to support the 
chronological placement of each movement of this work in Mozart’s compositional output. 
Barline continuity and Mozart’s revisions to the score are scrutinized in an attempt to discern 
clues to notational order. Konrad contends, “Mozart composes in clearly defined units of musical 
meaning, perhaps according to the end point of a modulating section, or perhaps according to the 
formal function of an extract; sketches do not begin or break off at any old place, but demarcate 
these units of meaning.”133 Konrad is discussing the second phase of Mozart’s compositional 
method, but the principles apply when attempting to unravel the notational order of a more 
complete musical example from the third or fourth phase. Indications of notational order in a 
fragment or complete movement can assist in the identification of these “units of meaning” and 
contribute to a greater understanding of the first phase of Mozart’s compositional method. 
Additional analysis of specific revisions to musical material or text underlay seeks not only to 
focus attention on the “careful improvements” Nissen describes in Mozart’s compositional 
process, but to examine the means by which Mozart endeavored to realize his aesthetic goals for 
liturgical music in these later years. 
 Mozart was clearly aware of the winds of reform stirring in Vienna and thus that the 
scope and forces of this work would render it unperformable until a change in the political 
climate occurred. However, the drive of a thoroughly personal motivation and the challenge of 
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exploring such dramatically varying styles and structures within this familiar framework must 
have proved irresistible, and ultimately contributed to the development of Mozart’s “ambiguous 
musical language, mysteriously beautiful.”134  
 
Kyrie 
The work opens with a 94-measure setting of the Kyrie text: three supplications, each 
frequently repeated, which translate to “Lord have mercy, Christ have mercy, Lord have mercy.” 
Scored for Canto soloist and CATB chorus, Mozart employs the full orchestra, but due to space 
limitations in the autograph, chooses to notate the timpani part separately on the final leaf. The 
movement establishes C minor as the key of the work; the meter is C and tempo indication is 
Andante moderato. 
Formal characteristics 
 Mozart sets this movement in a form that mirrors the tripartite construction of the text, 
but shifts from one section to the next with subtle rather than formal barrier markings. Each 
section is roughly the same length, with the final Kyrie section the shortest in duration, 
presenting a recapitulation of the musical material from the earlier statement of the same text. 
Abert notes the influence of Baroque style on this movement, writing that “unlike most of the 
earlier Kyrie allegros, this is a movement characterized by austerity and dourness and, as such, 
an audible echo of the impressions left by Bach.”135 
 The movement opens with the juxtaposition of two Baroque-influenced lines: the first 
violin introduces the five-measure Theme I over a ponderous bass line that reinforces the 
stressed beats in each measure (see Figure 2.1). Mozart constructs this theme from three half-
                                                
134 Landon, “Sacred Vocal Works,” 163. 
135 Abert, W. A. Mozart, 832. 
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measures of an eighth-note sigh gesture and three half-measures of gradually rising sixteenth-
notes linked by four half-measures of a hybrid construction of these rhythms. The opening eighth 
notes outline the tonic triad and close with a half step, the concluding sixteenth notes fill in 
patterns of minor thirds and the hybrid material effects a gradual change of direction from 
descent to ascent. The bass line begins with a descending chromatic tetrachord before leaping 
 
Figure 2.1   Theme I: Violin I and Continuo, measures 1-5 
up the octave to continue its half-step descent and arrive at the cadence, which results in 
contrary-motion counterpoint with Theme I in measures 2 through 4. The rhythmic structure of 
the first theme results in an increasing animation that drives the music toward the initial choral 
fanfare in measure 6. This heightened intensity is spurred on by targeted dissonance between the 
two voices and concluded by large-scale syncopation in the final measure of the bass. Theme I 
recurs throughout the movement, varied or foreshortened and sounded by choral or instrumental 
forces. The opening chromatic bass line reappears only twice, in the dominant to close the first 
Kyrie and again in the tonic to conclude the movement. 
 Theme II is related to both the opening lines, although stated at a consistently slower 
rhythmic pace. The ascending minor thirds and descending minor seconds of Theme I are present  
in the contour, although a chromatic descent through a fourth is also embedded in the line, 
 
Figure 2.2   Theme II: Canto, measures 9-13 
leading to syncopation at the cadence. Theme II is always sounded by a choral voice, but often 
doubled by different combinations of orchestral instruments. In measure 9, a compressed 
 
 
c
c
&bbb º º º º º º º º º º º º?bbb
œ œ œ œ œ œ œ œ œ œ œ œ œ œn œœœ œ œ œn œ œ œ œ# œœœ œ œ œ# œ œ œœ œn œœœœœ œn œn œœœœœœœœœœœœœœ
œ ‰ œj œ ‰ œj œ ‰ œj œn ‰ œj œb ‰ œj œ ‰ œj œn ‰ œnJ œ ‰ œJ œ# ˙ œ
 
 
 
 
 
 
c&bbb º º º º º º º º º º
&bbb º º
&bbb
?bbb ∑ ∑ ∑ ∑
?bbb ∑ ∑ ∑
&bbb ∑ ∑ ∑ ∑
œ œ œ œ œ œ œ œ œ œ œ œ œ œn œ œ œ œ œ œn œ œ œ œ# œ œ œ œ
œ œ# œ œ œ œ œn œ œ œ œ œ œn œn œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ Œ Ó
Ó ˙ œ œn œ œb œ œn œ œb œ ˙ œn œJ ‰ Œ Ó
œ œ œ œ œ œ œ œ œ œ œ œ
Œ Œ ‰™ œ œ ™ œ œ Œ ‰™ œ œn ™ œ œ Œ Ó
‰ œ œ œ ‰ œ œn œ
 43 
variation of Theme I in the violins is paired with the first statement of Theme II in the Canto and 
Oboes. When these two themes are partnered, the first theme precedes the second, which enters 
in the second half of the bar. Mozart employs the second theme as the subject of fugal 
constructions in the outer Kyrie sections; the Canto and Bass present the first theme as a 
countersubject in the truncated exposition of the choral fugue, contrasting the two themes’ 
contours and relative speeds, while creating intersections of subtle dissonance. 
 Motivic cells are derived from Theme I and permeate the movement in various rhythmic 
guises. The low strings and bassoons sound the most overt of these in an alternating four-note 
dotted rhythm during the exposition of the choral fugue, creating a stately foundation over which 
the slower moving second theme is sung. 
 Mozart’s use of integrated Canto solo in this movement is unique among the choral 
settings of the Mass in C minor. Set as a poignant supplication, its arioso character provides a 
delicate contrast in the central Christe section, which introduces a new tonal center and 
foreshadows the virtuosity of the solo movements that follow. The soloist presents new melodic 
ideas, predominantly framed in arched contours of varying lengths and complexity, accompanied 
by strings with minimal but eloquent wind support. Even here, Mozart invites a quickening of 
emotion as he manipulates the rhythmic patterns to enliven each phrase before ultimately 
delivering us to a restatement of the solemn Kyrie material by the choral sopranos.136 In the brief 
coda that closes the movement, the first violin recalls the Canto soloist’s final coloratura 
passages, descending to a telescoped close in the strings that quotes both the opening continuo 
line and Theme 1. 
                                                
136 I am grateful to Chester L. Alwes, Jr. for these observations (personal communication). 
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Examination of the autograph facsimile 
 The Kyrie is written on seven leaves of paper; six of those leaves hold watermark 56. 
Almost half of the paper used for the composition of the torso, as well as sketches for the ‘Cum 
Sancto Spiritu’ and ‘Laudamus te,’137 bear this watermark. Ruled in twelve staves, this paper was 
used in Vienna between 1781 and 1787.138 The final measures of the Kyrie movement and the 
notation of the entire timpani part are found on paper with watermark 11.139 Two bifolia of this 
paper type are inserted here in its only appearance in the torso, on leaves numbered 7 through 10. 
The Kyrie material appears on 7 recto, with a single fully scored and deleted measure the only 
notation on 7 verso. The movement that opens the Gloria follows, consuming the remainder of 
the paper. A store of this paper was purchased and used in Vienna in December 1768 and used 
again in 1783;140 among the earlier works notated on this paper type are the liturgical 
compositions Mass in C minor, K. 139 (Vienna, 1768) and Regina coeli, K. 108 (Salzburg, 
1771).141 
 Mozart has drawn a single continuous barline with a hook on the bottom and an added 
hook on the top for an opening bracket. Above this, the movement ordinal ‘No. 1’ is written; 
above the first measure appears the tempo indication Andante moderato. Centered above the 
score is the movement title //Kyrie//, at the upper right is ‘De Wolfgango Amadeo Mozart. 
1783.’ The labeling of the instrumental staves in the left hand margin reveals a revision that will 
be examined below. The instruments are scored as follows: violins, viola, 2 oboes, 2 horns in C, 
2 bassoons, 2 clarini trumpets and timpani, the choral parts Canto, Alto, Tenor, Bass and a 
                                                
137 NMA X/33/2, 25-6. 
138 Ibid., XXIII. 
139 Ibid., 7. 
140 Ibid., XXI. 
141 Ibid., 7. 
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shared staff for the continuo instruments. The revision occurs with the placement of the 
bassoons, trumpets and timpani; it appears that the original labels precluded the use of bassoons. 
The sixth staff was initially labeled and cleffed for the clarini and the seventh for the timpani, but 
both were overwritten to reflect the score order listed above. The notation of the entire timpani 
part on the final leaf of the Kyrie concedes the difficulty in the trumpets and drums sharing a 
staff throughout the score.  
 Subsequent pages begin with brackets; barlines are generally discontinuous for all parts. 
A few exceptions occur as continuous barlines connect the choral Bass with the continuo line, 
although there does not seem to be an apparent pattern to these occurrences. Particularly notable, 
however, is the presence of a continuous barline connecting staves 4 (oboe) through 12 
(continuo). This barline marks the beginning of measure 86; the musical material in measures 
86-90 is like that found in measure 27-31, but transposed to the tonic. This barline, anomalous in 
its continuity, marks an important point in the structure of the movement. 
 Of the more than fifty revisions in the Kyrie, Mozart made more than half of them in the 
instrumental parts for strings and winds. Several of the remaining revisions in the choral and solo 
vocal parts reveal the order in which the parts were notated or underlaid with text.  
 The choral exposition begins in measure 9, as the Canto sounds the first statement of 
Theme II, accompanied by the compressed variation of Theme I as countersubject in the violins 
(see Figure 2.3). The Canto sounds the cadence of Theme II on the downbeat of measure 13 and 
progresses immediately to the Theme I countersubject variation, while the Alto sings Theme II. 
However, the placement of the cadence note prompts a departure in the countersubject head 
motive construction. Lingering on the G minor tonic after its syncopated entrance before 
descending on the last half of the measure, it proceeds immediately to the hybrid construction of 
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the theme, relocating its metric position to the first half of the bar. The Bass joins the choral 
 
 
Figure 2.3   Violin I, Canto and Alto, measures 9-14 
exposition in measure 18, sounding the next appearance of the Theme I countersubject and 
revealing a particularly interesting revision in the second half of the bar (see Figure 2.4). 
 
Figure 2.4   CATB chorus and Continuo, measures 18-21 
 The original notation in the final two beats has been obscured so that the specifics of the 
change are unclear, although this is certainly not a simple slip of the pen. Mozart employed three 
methods of revision here: erasure, overwriting and deletion; the redacted slur below the measure 
indicates that both pitch and rhythm have been affected. Remnants of the original notation 
provide some evidence that the second half-measure consisted of four eighth notes, following the 
rhythm of the Canto in measure 13. Two pitch patterns congruent with the theme and the 
affected portion of the staff present themselves: G3–E!3–E!3–D3, compressing the descending 
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triad and half step head motive into one measure, or G3–E!3–E!3–C3, continuing the triad to its 
lower tonic resolution. Ultimately, Mozart continues the rhythmic syncopation, with subsequent 
Bass measures following the compressed version of Theme I from Canto measures 14 and 15. 
Parallel revisions are not evident in the continuo, which maintains a similar alignment beneath 
the irregularly spaced choral Bass. It is possible, then, that the choral Bass in (at least) measures 
18 through 20 was notated prior to the continuo. Mozart demonstrates this approach of isolating 
and working out the choral parts in contrapuntal constructions in the later mass movement 
fragments, particularly in measures 26 through 35 of the Kyrie in C major, K. Ahn. 15, where the 
four voices of the choir are the only parts scored.142 Indeed, it is difficult to explain the lack of 
revision in the continuo if it were notated first, as this would have served as a model for the 
choral Bass, with the text suggesting continued syncopation. 
 The topography of the note spacing in these three measures indicates an overall top-down 
notational order. The quarter notes in the Canto are equally spaced within the measures and the 
simpler rhythms of the Alto and Tenor are comfortably aligned beneath, but inadequate space is 
allowed to insert the sixteenth-note patterns in the Bass, resulting in uneven, somewhat awkward 
notation. This revision also calls into question the notational order of the violin Theme I 
countersubject in measure 9, which foreshadows the continuo statement in measure 13. If this 
material had been notated prior to the Bass in measure 13, it would certainly have established a 
pattern for this choral entrance. Therefore, it is probable that Mozart notated the choral parts 
from measure 9 through measure 20, or possibly the cadence at measure 26, before scoring the 
accompanying instruments, introducing the violin countersubject as a later addition to the 
texture.  
 Top-down notational order is also indicated by the location of accidentals in measures 24 
                                                
142 Please see the score included in Appendix F and the autograph facsimile in Appendix G. 
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and 25 (see Figure 2.5). Although integrated into the sixteenth note patterns in the Alto, the 
Canto accidentals appear above the notes as a later revision to the part. The beam groupings in 
these patterns appear in pairs in the Canto in measure 24, although the single-syllable underlay 
on beat 4 is more typically beamed as on the parallel beat in the Alto. When originally notating 
the Canto, Mozart may have intended a repetition of the word “Kyrie” or a briefer setting of 
“eleison” with the final syllable set to the following quarter note. This revision in particular 
indicates Mozart’s simultaneous invention of text and music and the flexibility with which he 
managed the smaller details of notation while considering the larger trajectory of a melodic idea. 
 
Figure 2.5   Canto and Alto, measures 24-25 
 Another instance illustrating the close relationship between text and music in 
compositional and notational order occurs at the parallel location in the recapitulation, where 
adjustments to the material in measures 83-85 are complicated by their position at the page turn 
from 6 recto to verso (see Figure 2.6). Mozart revised the underlay in the upper two voices to 
redact the final syllable of “Kyrie,” replacing it with a double hyphen to prolong the penultimate 
syllable and mimic the underlay in measure 24. On the next page, it appears that the Alto part in 
measure 84 was underlaid with the first two syllables of “eleison” prior to the alteration of 
measure 83 and thereby forcing a reconsideration of the text placement in the remaining musical 
material. The double hyphen between the amended “Kyrie = eleison” in the Alto in measure 84 
is a relic from the initial text placement in that measure, but this revision obviously influenced 
the underlay placement in the parallel location in the Canto. Here the single hyphen prolongs the 
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final syllable and subsequent text is aligned, despite the split beaming of the sixteenth notes on 
beat 4. The syllabification in both parts is more rhythmically awkward and lays less naturally in 
the voice in these revisions than in the other settings of this text, revealing the probability that the 
musical material was set down first and underlay revised to accommodate it. The simpler 
rhythms and lack of revision in the Bass are probably a concession to the complexity of the 
upper voices, but the textual alignment in three voice parts creates a more orderly cadence while 
the Tenor sounds a prolonged melisma. 
 
 
 
 
 
 
 
 
 
Figure 2.6   CATB chorus and Continuo, measures 83-85 
 Mozart carefully revised even the underlay and musical material in the brief and 
texturally simple choral response to the Canto solo in measures 42 through 44 (see Figure 2.7). 
As was his practice, Mozart initially assigned text only to the outer voices of this predominantly 
homorhythmic passage, placing the first syllable of “Christe” in measure 42 and double hyphens 
to extend the syllable through measure 43. However, in both parts the final syllable of the word 
was next placed in measure 43, contradicting the double hyphens, then deleted in the Bass. The 
musical material to conclude the phrase was next entered in measure 44, immediately altered in 
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the Tenor and Bass to allow a rhythmically varied cadence point in the upper two voices, then 
underlaid with text. Finally, the text was underlaid in the Alto and Tenor in all three measures 
without further revision. The simplicity of the text, as well as its function in this phrase, belies 
the care with which Mozart considered the marriage of word and music.  
 
Figure 2.7   CATB chorus, measures 42-44 
 A change in the continuo part in measure 56 exemplifies its primacy in notational order 
and structural organization among the instrumental parts. While measures 51 through 61 are set 
for solo Canto, continuo and upper strings, the vocal line was clearly notated first, followed by 
the continuo part. Functioning as a pseudo-cadenza, the Canto sings short melodic cells, with 
texture reminiscent of accompanied recitative in the strings. In keeping with this relationship, 
Mozart shortens the continuo release in measure 56, ungrouping it rhythmically from the solo 
voice. The upper strings, however, share the amended continuo rhythm without evidence of 
revision, allowing the Canto to close the idea elegantly and alone.  
 The isolated examples in this movement indicate a top-down notational order in the 
choral parts, a flexibility of construction regarding the pairing of text and melodic material, and 
introduce the continuo’s primacy in delineating the skeleton of the composition. 
Observations  
 Revisions to the autograph indicate that Mozart composed the choral exposition 
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counterpoint in a top-down notational order in the voices prior to setting down the continuo part. 
This pattern of notation may have been typical in complex imitative textures, as it can also be 
found in one of the incomplete mass movements to be examined in the following chapter. 
Several instances of spacing and revision in the first violin locate it as a later addition to the 
instrumental scoring, preceding winds but following a complete notation of choral and continuo 
parts. Some of Mozart’s revisions alter the musical material to accommodate text stress or 
provide more natural vocal lines, while others adjust underlay to preserve the notated musical 
material but result in more awkward syllabification or increased technical complexity for the 
choral singer. These choices seem to have been made with an eye to the larger pictures of 
textural variety or structural integrity. 
 
Gloria: ‘Gloria in excelsis Deo’ 
 ‘Gloria in excelsis Deo’ is a 60-measure movement that opens the Gloria and is followed 
by the Canto solo setting of ‘Laudamus te.’ The text consists of two separate phrases, each 
frequently repeated: “Gloria in excelsis Deo. Et in terra pax hominibus bonae voluntatis,” which 
translates to “Glory to God in the highest. And on earth peace to men of good will.” The choral 
and orchestral scoring is the same as the Kyrie, although ‘Gloria in excelsis Deo’ does not 
employ a Canto soloist. The movement opens in C major; the meter is C, the tempo indication is 
Allegro vivace. 
Formal characteristics 
 The large structure consists of five periods (ABCBC), each containing two phrases with 
melodic ideas in imitation; the number and order of voices that participate vary by phrase (see 
Figure 2.8). If A is considered an extended and integrated introduction, the remainder of the 
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movement consists of two equal units, closed by a five-measure coda. The A and B periods are 
exuberant statements of “Gloria in excelsis,” employing both triadic and scalar contours. After 
the initial fugal entrances, imitative phrases are frequently launched by syncopated patterns and 
demonstrate increasing rhythmic animation as they progress. Throughout the movement, Mozart 
thins the imitative texture by pairing choral voices in harmony at the third or sixth. Instrumental 
doubling proceeds along traditional lines, with metric stability maintained by periodic harmonic 
arpeggiation or chordal interjections in the brass and strings. The movement is announced by the 
full ensemble sounding a sustained homorhythmic fanfare on “Gloria,” bookended at the close of 
the B section by three agile homophonic flourishes of “in excelsis.” 
 Allowing only one beat to breathe, Mozart dramatically reduces the texture to chorus 
doubled by strings. Canto and Violin I sound the next syncopated entrance in unison, introducing 
the elegant, predominantly descending patterns of the C material set to the remainder of the text. 
Abert notes that “…what is new – and it is unique to Mozart – is the tone of anguished 
resignation that breaks through unexpectedly at the words ‘bonae voluntatis.’”143 This seven-
measure phrase slows the rhythmic pace, as choral voices layer high to low in white-note 
descending lines. The harmonic rhythm is at the half note, controlled by the sigh figures that 
mark each choral entrance, resolving diminished seventh chords to dominant sevenths. Although 
the rhythmic energy in the choral voices remains at the half note, it intensifies in the second half 
of the phrase as more voices contribute to the changing chord structure. Leaping pianissimo 
violins in dotted rhythms provide contrast throughout the phrase, underscored by unison low 
strings that sink chromatically through a fifth. The harmony gradually transitions back to C 
major, signaling the ebullient return of the full ensemble with the B material. 
                                                
143 Abert, W. A. Mozart, 833. 
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Figure 2.8   ‘Gloria in excelsis’ formal construction 
 The autograph is completely notated through the beginning of the second B section at 
measure 34, where a sign and dal segno direction are inserted and measures 33 and 34 are 
enclosed in a horizontal bracket and numbered with a 1, creating a first ending. The second 
ending encloses the next notated measure, which corresponds to measure 55 in the published 
score. The five measures that comprise the instrumental coda follow, completing the movement. 
A parallel dal segno is placed at the onset of the first B section on the barline between measures 
12 and 13, marking the point at which the repeated material should begin. 
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Examination of the autograph facsimile 
 Only one bifolium with watermark 11 is found in the entire torso; its leaves are numbered 
7 through 10.144 The bifolium commenced with the final measures of the Kyrie movement; 
‘Gloria in excelsis Deo’ is notated on the remaining three leaves, 8 recto through 10 recto, with 
10 verso left blank. Mozart has drawn a continuous barline with hooks added at the top and 
bottom to form the opening bracket. The instruments are labeled in the left margin in the 
following order: violins, viola, 2 oboes, 2 horns in C, 2 clarini trumpets, timpani, the choral parts 
Canto, Alto, Tenor, Bass and a shared staff for the continuo instruments. A separate leaf 
containing the two bassoon parts is inserted later. Above the instrument labels is marked the 
movement ordinal ‘No. 2;’ above the uppermost violin staff and below the continuo staff is the 
tempo abbreviation Allo vivace. Centered above the score is the movement title //Gloria//. 
 Of the 40 notated measures, barlines are generally discontinuous in instrumental parts for 
the first two-thirds of the score. From measure 27 through 32, barlines are continuous for the 
four uppermost staves (strings and oboe). In the final four measures, a pattern emerges of 
continuous barlines drawn in three strokes, discontinuous between the strokes. The consistent 
groupings include violins (first stroke connecting 2 staves), viola, oboe and horn (second stroke 
connecting 3 staves) and trumpet, timpani, chorus and continuo (final stroke connecting 7 
staves). In these locations, at least half the staves have been left blank, either as a result of 
doubling or intended measures of rest. 
 Choral barlines are continuous in varied combinations for about half the score. The 
greatest concentration can be found in the B material (measures 12 through 22) and in the empty 
choral measures of the coda (56 through 60). One barline of particular interest occurs shortly 
after the beginning of the C material, between measures 25 and 26. Continuous for all choral 
                                                
144 NMA X/33/2, 7. 
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voices and continuo, it curves suddenly to the right immediately below the Tenor staff. The 
trajectory of the line implies that the text underlay was notated prior to the barline; the 
redirection of the line beneath the Tenor neatly bisects the word “hominibus” after the first 
syllable, although no gap is provided in the spacing of the letters. Conversely, the barline is 
drawn through the letter “o” in the Canto underlay, and as if in reaction, the barline in the Tenor 
staff was intentionally placed to avoid overwriting the parallel underlay. The text, spaced 
appropriately, is typically placed after the notation of notes and barlines; however, the evidence 
suggests that in this instance the order was reversed, with the notation of two measures of music 
and text set down prior to the barline that divides them. A closer look at measure 26 reveals pitch 
revisions in the upper three voice parts, delaying harmonic resolution at the cadence. This 
departure is significant in that Mozart followed the development of musical and textual thought 
to its conclusion, without preoccupation with metrical boundaries.  
 Mozart made almost half of the revisions to this movement in the choral parts. The more 
rhythmically active segments of the second point of imitation occur in the Tenor and Alto in 
measures 8 and 9, repeating in the Canto and Alto in measures 10 and 11 (see Figure 2.9). A 
sustained C5 tied from measure 8 to 9 in the Canto creates an upper pedal, repeated subsequently 
in the Bass and leading to the cadence in measure 12 that marks the seam between imitative 
phrases. A revision following the lower pedal changes a simplified cadential rhythm of two 
eighth notes and two quarter notes to the descending sixteenth and eighth note pattern that 
defines this imitative section. This change perpetuates a pitch and rhythm pattern and creates a 
subtler seam between measures 11 and 12, where the Tenor entry, crossing the barline, signals 
the beginning of the next phrase. As in the example discussed above, the text and musical 
material in measures 9-10 and 11-12 appear to have been set down in two-measure groups before 
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adding bisecting barlines. Although certainly driven by attention to the details of imitation as 
well as cadential rhythm, this notation also demonstrates Mozart’s concern with architectonics.  
 
Figure 2.9   CATB chorus and Continuo, measures 7-12 
 Revisions to the B phrase (measures 12-21) raise questions of notational order for both 
the original musical material and the revised parts. A double canon (Tenor-Canto and Alto-Bass) 
opens the phrase, where the Alto-Bass pair is an inversion of the Tenor-Canto (see Figure 2.10). 
While the texture again renders a determination of notational order difficult, the revised 
ascending scalar passage in the Tenor in measure 14 sets a precedent for the unrevised Canto 
answer in the subsequent measure. The Alto was probably notated next, leading the inverted 
pairing with the Bass and abbreviating the material so that a parallel ascending sixteenth note 
pattern sounds in harmony at the sixth with the Tenor revision. This brilliant rhythmic 
manipulation precipitates the repetition of the paired sixteenth note pattern in the Canto and Bass 
on the first two beats of measure 15. Original rhythmic notation in the Canto would have 
followed the other voices in a staggered quarter note close at measures 15-16 on “excelsis,” but 
is overwritten with more sixteenth notes to alter the cadence of the double canon. This rhythmic 
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acceleration is supported in measure 15 by a change in the continuo from the characteristic 
alternating quarter note-quarter rest pattern to a full measure of quarter notes. These revisions 
sacrifice symmetry for an enlivened texture and an increase in rhythmic activity at the seam 
between phrases, although the resulting pairing of the closed vowel “-sis” with ascending 
sixteenth notes in the Canto upper register creates a vocally challenging line. As he is admired by 
singers for the ease and naturalness of his choral parts, this revision is significant in 
demonstrating Mozart’s willingness to occasionally compromise singability in favor of more 
global textural concerns. 
 
Figure 2.10   CATB chorus and Continuo, measures 11-16 
 Several revisions occur in the seven-measure “bonae voluntatis” phrase (measures 27 
through 33, see Figure 2.11) that contribute to Abert’s “tone of anguished resignation.” An 
adjustment to the continuo figure on the downbeat of measure 29 from !6/"4/2 to !7/"5 changes 
the harmonic progression to reiterate the construct of a diminished seventh chord on the first beat 
of measures 28, 29 and 30. In measure 27 in the Canto, a whole rest has been erased and replaced 
with descending half notes, effecting an immediate transition to this point of imitation rather than 
delaying with a measure of instrumental linking material. The underlaid syllabic text is heavily 
deleted and rewritten above the Canto measures, lengthening the first syllable and infusing the 
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theme with solemnity befitting the harmonic construction; this revised underlay is echoed in the 
Alto, Tenor and Bass entrances. The phrase was undoubtedly notated in a bottom-up order, as the 
choral parts adhere to the revised continuo figures; the inadequately spaced barlines indicate the 
rhythmically complex violin part was, if not an afterthought, certainly a late addition. 
 
Figure 2.11   Full score, measures 27-32 
Observations 
 The notation of the dal segno signs and related revisions raises questions regarding 
Mozart’s formal planning for this movement. The signs placed in the first violin, horn, choral 
 59 
and continuo parts between measures 12 and 13 overwrite the barline separating these measures 
(see Figure 2.12). The ink used for the signs is lighter in color and the pen strokes are broader,  
 
Figure 2.12   Full score, measures 12-13 
indicating their later notation. Similar colored ink is found in the violin part in measures 27 
through 32 and for the second set of signs, which also overwrite the barlines on parallel staves 
between measures 34 and 55 (see Figure 2.13). The horizontal bracket drawn above measures 33 
and 34 appears to have originally enclosed only measure 34. The number 1 that appears above 
measure 34 is deleted, the bracket is extended to include measure 33 and the numeral is rewritten 
over the last beats of measure 33. The similar brackets below the system are notated more 
clearly, indicating their subsequent placement. 
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Figure 2.13   Full score, measures 33-34, 55-60 
 All these indicators point to a fluid process of notation with regard to formal planning. It 
seems certain that Mozart conceived the form for the movement before laying it out on the page, 
and would certainly have rendered dal segno indicators to avoid recopying significant portions of 
the movement. However, the revised inclusion of two measures under the first ending bracket 
might imply a late realization that the Tenor voice required an adjustment to remain in its lower 
octave, or perhaps less likely, a change in the formulation of the final choral cadence. Indeed, the 
evidence of the barlines in these final measures supports the coda as somewhat hastily scored; 
however, Mozart’s notation of 60 as the total number of measures at the close of the movement 
indicates the intentionality of these decisions.  
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Gloria: ‘Gratias’ 
 ‘Gratias’ is a twelve-measure movement of the Gloria, which serves to link the Canto 
solo ‘Laudamus te’ with ‘Domine,’ set as a Canto duet. The text consists of one phrase that 
repeats: “Gratias agimus tibi propter magnam gloriam tuam” (“we give thanks to thee according 
to thy great glory”). Scored for CCATB chorus and all orchestral instruments except trumpets 
and timpani, the meter of the movement is C and the tempo indication is Adagio. 
Formal characteristics 
 This brief setting is divided into two phrases of five and seven measures in length, each a 
single statement of the text. Initially harmonically unstable with forward motion provided by the 
regular use of diminished seventh chords, the movement eventually settles into the key of A 
minor. The first phrase is forte throughout, featuring staggered choral entries and variable 
groupings of the voices by rhythmic similarity. Coinciding with the entrance of the horns, the 
second phrase begins piano, resumes a forte dynamic for three measures and closes piano. When 
marked forte, oboes and bassoons double the predominantly homorhythmic choral parts and rest 
when the other voices are piano, while strings and continuo play throughout. 
 Upper and lower strings alternately sound a resolute, seven-note motive, creating a hybrid 
ostinato (see Figure 2.14). Although modified at the close of the second phrase, this Baroque-
influenced motive spans four beats and consists of an arpeggiated short-long-short dotted 
rhythm, followed by four notes that leap between octaves. The motive is initiated on and brings 
to prominence the weak beats of the measure, similar to a rhythmic motive in the Kyrie strings. 
Throughout both phrases, Mozart creates textural transparency on these beats by imposing 
relative rhythmic stasis in the choral voices and doubling winds. Although the chorus is 
predominantly homophonic throughout, subtle variations in individual rhythmic identity and 
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shifting alliances of the voice parts reflect the unsettled harmonic nature of the first phrase, while 
greater homogeneity is established as the key gradually emerges in the last seven measures. The 
movement closes with a rising four-note arpeggio in the low strings, joined in contrary motion by 
the violins before moving through final descending patterns of thinning texture and piano 
dynamic in a stylistically Baroque gesture, contributing to the solemn thanksgiving that 
expresses an “austere earnestness of purpose.”145  
 
Figure 2.14   Violins, Viola and continuo, measures 1-2 
Examination of the autograph facsimile 
 ‘Gratias’ appears on paper with watermark 60146. Found in a group of fourteen leaves 
numbered 19 through 32, this movement is notated on 19 verso and concludes on 20 recto. This 
paper type was purchased in Vienna and used in the first half of 1782 and again in 1783. It is 
distinctive in that ruled vertical lines are found at the beginning and end of the twelve-stave 
system on each leaf.147 
 These vertical lines at the beginning and end of each system appear light or faded on 
some of the leaves in this grouping. Mozart completes the vertical line for staves 10-12 on 19 
verso and adds hooks to create a bracket; he adds another barline to the final measure on 20 recto 
                                                
145 Abert, W. A. Mozart, 833. 
146 NMA X/33/2, 28-9. 
147 Ibid., XXIII. 
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to create a double barline closing the movement. The title //Gratias// is centered above the 
uppermost staff. The instruments are labeled in the left hand margin of the verso, with score 
order 2 violins, viola, 2 oboes, 2 horns (in G, deleted and relabeled) in C, 2 bassoons, choral 
parts Canto I, Canto II, Alto, Tenor, Bass and continuo labeled Bassi. The movement ordinal 
‘No. 4’ is placed in the upper left hand corner above the instrument labels. All choral and 
instrumental voices for the movement appear on these leaves with no overflow pages necessary. 
The tempo indication Adagio is written above the first measure of the first violin staff and also 
above the first measure of the continuo. The pre-ruled vertical line at the beginning of the staves 
on 20 recto is only visible for staves 7 through 12 and above the first staff, so Mozart has freely 
drawn a continuous line connecting staves 1 through 9 for clarity. 
 The individual barlines are generally discontinuous, although they are inconsistently 
extended beyond the staff lines. The final barlines on each leaf are continuous for all twelve 
staves; of the remaining barlines, only three others appear to be intentionally continuous. The 
barline that closes measure 11 is continuous for the lower 11 staves with a slight break between 
the first and second violin staves. Because the final measure contains only a half note and half 
rest in four instrumental staves, this barline functions in a manner similar to the final barlines of 
each leaf. The barline that closes measure 10 is continuous for staves 6 (bassoons) through 12 
(continuo), with the choral voices between; since the bassoons double two choral voices in this 
measure, it seems organic to group these staves together, although it was likely accidental. The 
barline that closes measure 9 is the last continuously drawn line and connects the lowest five 
staves, Canto II through continuo. It curves to the left as it bisects the choral staves and back to 
the right by the time it reaches the continuo, and appears to have been set down prior to notating 
the text below the Bass staff. The separation between the two Canto staves might point to a top-
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down notational order, with alignment suggesting the placement of the curved barline before the 
pitches were notated in these staves. 
 The majority of Mozart’s revisions to this movement occur in the initial 5-measure 
phrase. In fact, the entire first Canto II measure shows signs of erasure, with the original notation 
matched to the rhythm in Canto I at the interval of a fifth below, sounding the tonic of the 
opening A major chord. The revision aligns the Canto II rhythmically with the Alto, delaying its 
entrance until beat 3 and strengthening the impact of the C-sharp diminished seventh chord in the 
second half of the measure. The revision, as well as the vertical alignment of the figures in the 
other voice parts, implies a top-down notational order and Mozart’s studied consideration of 
texture and harmonic weight by means of choral voice groupings. 
 Two revisions are found in the choral Bass in the third measure (see Figure 2.15). On 
beat 1, the addition of a single flag to the A2 stem creates a dissimilarity in rhythm from the other 
choral voices, which sound a quarter note. Setting two eighth notes in the Bass alters the 
rhythmic texture of the choral voices and allows more variety in the placement of text, 
contributing to the illusion of many voices “giving thanks.” On beat 4, the underlay in the Bass is  
 
Figure 2.15   CCATB chorus and Continuo, measures 1-5 
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changed from “magnam” to a repetition of “propter,” which unifies the text in all choral parts in 
the final two beats of this measure. The rhythmic figures group the voices (Canto I/Alto/Tenor 
and Canto II/Bass), but the unity of text allows for a stronger statement of “magnam” (“great”) 
on the downbeat of the following measure. Variety and intensity are achieved through 
adjustments to rhythm and underlay, adding to the expressive power of the setting. 
Observations 
 Changes to the harmonic structure of the continuo, in both figure and pitch, offer clues to 
notational order. Revisions in measures 3, 5 and 9 indicate that the bass portion of the string 
ostinato, which functions in these measures like a ground, was certainly notated as the 
foundation upon which to construct the choral parts. If Mozart then scored the Canto I prior to 
the other voice parts, some irregularities in vertical spacing are explained. The alteration to the 
viola in the penultimate measure creates a descending A minor arpeggio in harmony above the 
continuo bass, while revisions in the oboe parts in measures 5 and 9 result in a strengthening of 
the choral material and retention of harmonic clarity. Both these adjustments offer evidence of 
the later placement of strings and winds to fill out the texture and harmonic structure, which was 
typical of Mozart’s process. 
 
Gloria: ‘Qui tollis’ 
 ‘Qui tollis’ is a 56-measure movement that links the preceding Canto duet setting of 
‘Domine’ with the solo trio ‘Quoniam.’ The text consists of three distinct phrases: “Qui tollis 
peccata mundi, miserere nobis.” (Thou who takest away the sins of the world, have mercy upon 
us), “Qui tollis peccata mundi, suscipe deprecationem nostram.” (Thou who takest away the sins 
of the world, receive our prayer), “Qui sedes ad dexteram Patris, miserere nobis.” (Thou who 
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sittest at the right hand of the Father, have mercy upon us). Scored for an 8-part double choir 
(CATB/CATB), the string, choral and continuo parts are notated together in the autograph, while 
the oboe, bassoon and horn parts appear on leaves inserted after the ‘Et incarnatus.’ The 
movement opens in G minor, the final cadence is in G major; the meter is C, the tempo 
indication is Largo. 
Formal characteristics 
 The ‘Qui tollis’ begins with a two-measure introduction in the strings that establishes the 
character of the movement. Set to an essentially double-dotted rhythmic pattern that provides 
both weight and momentum, angular lines in the upper strings fill in the harmonies while the 
bass leaps up an octave and descends chromatically to the dominant. Three sections of 
approximately equal length follow, aligned with the three phrases of text; each begins with a 
statement by Choir I answered by Choir II and progresses to a shifting double choir texture. 
Mozart employs the descending chromatic tetrachord (see Figure 2.16) as a ground with 
unaltered harmonic identity to demarcate the onset of each new section, although the strings and 
continuo repeat the rhythm pattern relentlessly, only relinquishing it to the winds in the 
penultimate measure. This rhythmic underpinning, together with the descending, chromatic 
continuo, is stylistically evocative of the Baroque. 
 
Figure 2.16   Continuo, measures 6-8 
 The Canto of Choir I opens each section by declaiming two quarter notes (one anacrusic, 
one stressed), answered by the homophonic entrance of the lower three voices (see Figure 2.17). 
The Choir II entrance echoes this construction, dovetailing with the cadence of the Choir I  
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Figure 2.17   ‘Qui tollis’ formal construction 
phrase; the winds double the choirs at their respective entrances in each of the three major 
sections. A double choir texture follows, typically in six parts with strategic unisons in the 
outside voices; the winds double in a hybrid construction, alternating voice parts and choirs with 
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no particular regularity. Each section closes with a sudden dynamic change to piano following 
the wind cadence, and the choirs engage in a supplicatory dialogue on the “miserere” or 
“suscipe” text. Chromatic and syncopated, each entrance rises in pitch, creating progressively 
more fervent entreaties that link to the subsequent section, and ultimately segue to the coda. 
In the first phrase of the coda, the choirs and winds sound a final dialogue, co-opting the 
double-dotted rhythm in ever more insistent pleas for mercy. The final phrase shifts to a 
pervasive piano, with a tonic pedal in strings, brass and Choir II and a counterpoint of subtle 
circular gestures in the lower voices of Choir I. Reeds and horns take up the dotted rhythm and 
the final beats of the coda wane pianissimo.  
Examination of the autograph facsimile 
 Fourteen leaves of paper with watermark 60, numbered 19 through 32,148 encompass the 
final measures of the solo ‘Laudamus,’ the entire choral ‘Gratias,’ solo duet setting of ‘Domine,’ 
double chorus ‘Qui tollis’ and close with the opening portion of the solo trio ‘Quoniam.’ ‘Qui 
tollis’ appears on five leaves, beginning on 23 recto and concluding on 27 verso. The wind parts 
(oboes, bassoons, horns, trombones) are notated on two leaves of paper with watermark 62,149 
inserted later in the document. 
 Mozart has drawn a continuous line beside staves 1 through 5 to connect with the pre-
ruled (but incomplete) vertical line that opens the system, adding hooks at the top and bottom to 
form a bracket. The instrument labels in the left hand margin include only Violins, Viola, Choir I 
and Choir II. The choral labels are each centered beside four staves for the Canto, Alto, Tenor 
and Bass voices of that chorus and another bracket is drawn to include the label and four staves. 
The continuo is scored as the twelfth staff but is unlabeled. The two flats scored in each system 
                                                
148 NMA X/33/2, 28-9. 
149 Ibid., 30-31. 
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are notated in reverse order in the Violin II, Alto I, Bass I, Alto II and Bass II parts. Above the 
instrument labels, the movement ordinal ‘No. 6’ is written, next to this is the tempo indication 
Largo, also found in a parallel position below the continuo staff. The movement title //Qui tollis// 
is written above the second measure, slightly left of center. 
Barlines are generally discontinuous, although the most prevalent connections occur 
between the Choir II Bass and continuo parts in the main score and between the two trombone 
staves in the addendum. There does not seem to be a particularly calculated pattern to these 
occurrences, although often the Bass and continuo connections (and a few involving other choral 
voices) mark a Choir II entrance following measures of rest. Such a connection also is found 
between each measure in the coda choral dialogue. Overall, however, these examples of 
continuous barlines appear to be more accidental than calculated. 
 Of the approximately 50 revisions Mozart made to the ‘Qui tollis,’ the majority is divided 
between the two choirs and testifies to his approach to expanded choral forces, while the 
remaining alterations are equally represented in the strings and winds. On some pages, a 
pronounced difference in the physical characteristics of the choral and instrumental figures is 
notable. Indeed, the color of ink and thickness of the stem strokes seem to indicate that the upper 
string and continuo parts, with their unyielding rhythmic ostinato, were set down at the same 
time, although the width of measures throughout is not as uniform as might be expected if these 
instruments were set down first.  
 Two revisions address Mozart’s choices of texture and voicing in the eight-part chorus, 
shedding light on notational order in the process. When the two choirs engage in dialogue, a 
single voice sounds the initial entry, followed by the other three voices in its cohort at a distance 
of two beats. In measure 9, Tenor II is notated as the introductory voice (see Figure 2.18); 
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however, a revision in the first half of the parallel Canto II measure indicates that Mozart 
originally planned to respond to the Canto entries in measures 3, 5 and 7 with similar voicing. 
The revision alters the tone color and entwines the two choirs by pairing Tenor II with Bass I in 
the ensuing eight-voice texture. 
 
Figure 2.18   CATB/CATB chorus, measure 9 
Similarly, Canto I and Canto II alternate statements of “miserere” in measures 15 and 16, with 
Choir I poised to enter tutti on beat 2.5 of measure 17 (see Figure 2.19). A deleted quarter rest in  
 
Figure 2.19   CATB/CATB chorus, measures 15-17 
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the Alto II part indicates that Mozart considered a fully homophonic entrance of all eight voice 
parts here. The change delays the tutti entrance of Choir II to conclude the first phrase of text 
with the voices in dialogue, rather than an eight-voice homorhythmic cadence.  
 Mozart’s attention to text stress has been established in previous examples, while 
revisions here also illustrate flexibility in pairing musical material and underlay. Homogeneous 
by choir in measures involving choral dialogue, underlay varies in measures 11 and 12 where a 
loose eight-part texture is engaged (see Figure 2.20). Entrances in Canto II and Canto I are 
separated by two beats and share rhythmic identity and melodic contour, but did not originally 
sound the same text. Mozart overwrites the Canto II “qui” with the first syllable of “peccata” to 
foreshadow the subsequent Canto I entry, link the two choirs and build to an alignment of text at 
the ensuing cadence point. The tie and slurs originally notated in measures 11 and 12 in Alto I 
were probably meant for a two-syllable underlay, with the first syllable extending across the bar  
 
Figure 2.20   CATB/CATB chorus and Continuo, measures 11-13 
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line and the second syllable assigned to the slurred notes on beats 3 and 4. Mozart’s deletion of 
the tie allows a new syllable to begin on beat 1 of measure 12 and he chooses to underlay “qui 
tol-”, extending the second syllable throughout measure 12 and ignoring syllabification options 
offered by the slurs. While erasures are not evident in the Alto I underlay, it seems possible that 
the intended text was originally “peccata,” but after altering the Canto II underlay from “qui” to 
“peccata,” Mozart decided to adjust the Alto I material to allow more variety of underlay in 
anticipation of the cadential unity.  
 In measures 38 through 40, the majority of the voice parts echo a motive of three quarter 
notes set to “qui sedes” introduced by Alto I, but a differing rhythmic pattern to “ad dexteram” 
emerges in the Bass voices of both choirs (see Figure 2.21). In measure 40, a revision alters the 
third iteration of the “qui sedes” motive and text in the Alto I to repeat the Bass I “ad dexteram” 
pattern, again providing greater variation of rhythm and underlay to the eight-voice choral 
texture. Another revision forms rhythmic and textual pairs among the choral voices, creating 
 
Figure 2.21   CATB/CATB chorus, measures 38-42 
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greater homogeneity leading up to the cadence in measure 44. In measure 40, the adjusted Alto II 
rhythm in the second half of the measure, together with the text placed beneath the amended beat 
4, creates a link with Canto I. Alto I and Canto II share related rhythm and underlay in the next 
measure, creating symmetry in tone color over the paired Tenor and Bass parts in each choir. 
 Revisions found in parallel locations in the closing measures of the first and third sections 
testify to Mozart’s formal planning (see Figure 2.22), while also indicating a preference for top-
down notational order and an initial inclination to simplicity. Canto I declaims a syncopated 
statement of “miserere” in measure 15 that is echoed a measure later by Canto II, while measures 
44 and 45 demonstrate a four-voice homophonic, Canto-dominated dialogue of the identical text 
and rhythm. Homologous revisions are made in Canto I in measures 17 and 46; each functions as 
the penultimate measure of its respective section. The rhythm in measure 17 initially follows the 
pattern of syncopated quarter notes set in the two previous measures; however, the revision 
changes the second quarter note to two eighth notes, reducing the beats needed to sing 
“miserere” and allowing a cadence in the next measure on “nobis.” The musical and textual  
 
Figure 2.22   CATB/CATB chorus, measures 44-48 
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adjustments seem to have occurred concurrently; the underlay is appropriately aligned with the 
altered rhythmic pattern, there is no evidence of revision in the other voices of Choir I, and this 
structure is repeated in the echoing Choir II voices. A similar revision is made in the Canto I in 
measure 46, although it seems the musical material and underlay were set down before the 
adjustment occurred. A tie connecting measures 46 and 47 is rendered unnecessary but was not 
deleted or erased, a double hyphen to prolong the first syllable of “miserere” is placed beneath an 
obviously inserted eighth note, and the second syllable is erroneously placed one eighth note 
later. The other voices of Choir I and Choir II again reflect the nature of the revision, indicating 
that Mozart notated and adjusted the Canto I material prior to setting down the other parts. 
 A preference for top-down notational order in these choral dialogues is clear, but the 
original scoring also indicates an initial inclination toward simple repetition of established pitch 
and rhythm patterns. In fact, in revising measure 17, Mozart ultimately deleted a natural sign that 
would have created the third leg of a descending chromatic sequence. The evidence of late 
revision in measures 46 and 47 further testifies to this initial propensity for simplicity, 
particularly in the cadence on “nobis” that aligns exactly with the rhythm patterns of the previous 
two measures, but is a rhythmic compression of the analogous cadence in measure 18. 
Observations 
 Mozart approaches the formal structure of this movement through careful planning, as the 
three parallel sections, each introduced by a ground bass formula, follow a pattern of interaction 
between the two CATB choirs and instrumental groupings. Revisions indicate a preference for 
top-down notational order, particularly in sections constructed on a choral dialogue, and 
demonstrate flexibility in adapting musical material and underlay while achieving textural and 
textual variety during the dialogue and full double chorus settings. Abert finds these interactions 
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particularly striking, citing “a magnificence of imagination and unity of approach wholly unlike 
anything found in any of Mozart’s earlier masses.”150 
 
Gloria: ‘Jesu Christe’ 
 ‘Jesu Christe’ is six measures in length, follows the solo trio ‘Quoniam’ and serves as a 
majestic introduction to the ‘Cum Sancto Spiritu’ fugue that follows. It is scored for CATB 
chorus and full orchestra, although the bassoon parts are notated on a separate leaf and inserted 
after the ‘Et incarnatus.’ The key is C major, the meter is C and the tempo indication is Adagio. 
The text consists only of the words ‘Jesu Christe,’ repeated four times. 
Formal characteristics 
 The single phrase reflects two textural approaches to the material. In the first three 
measures, the choral voices are generally homophonic, although the Alto is constructed with 
comparatively greater rhythmic complexity and shines through the more transparent rhythms in 
the other voices. The instruments alone sound the downbeat and progress to reinforce the choral 
parts through pervasive doubling, with trumpets and timpani providing rhythmic punctuation at 
the cadence. The second three-measure grouping depicts a dialogue, initiated by the reeds and 
horns and answered by the choral voices and lower strings, while the violins reiterate the 
harmony with descending arpeggiated eighth notes. The large-scale syncopated entrance in 
measure 1 is compressed and repeated in the dialogue, as each statement is initiated on the 
upbeat of 1 or 3, interrupting and overlapping one another before concluding on a sustained 
dominant seventh chord, a fermata creating a clear demarcation point. 
                                                
150 Abert, W. A. Mozart, 834. 
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Examination of the autograph facsimile 
 Like the ‘Gratias’ and ‘Qui tollis,’ ‘Jesu Christe’ appears on paper with watermark 60.151 
Ruled with twelve staves, this paper type is distinctive in that ruled vertical lines are found at the 
beginning and end of the system on each leaf.152 Four such leaves are grouped together at this 
point in the work, although the ‘Jesu Christe’ is only found on the recto of the first leaf in the 
group, numbered 37; the ‘Cum Sancto’ begins on the verso. The bassoon parts are notated on the 
first two staves of paper with watermark 62;153 nine such leaves are inserted following the leaf 
numbered 63, the supplemental ‘Jesu Christe’ part appears on the recto of the third leaf. Ruled 
with 10 staves, the use of this paper can be traced to Mozart’s 1783 visit to Salzburg.154 
 Mozart extends the vertical line that begins the system with hooks that create a bracket. 
He also adds single barlines to the end of each staff, following the fermatas, to create a double 
barline to close the movement. The instruments are labeled in the left margin of the page in score 
order: violins, viola, 2 oboes, 2 horns, 2 clarini trumpets, timpani, choral parts Canto, Alto, 
Tenor, Bass and shared continuo staff labeled ‘Org et Bassi.’ The movement ordinal ‘No. 8’ is 
located above the violin label, and he titles the movement simply /Jesu/, centered above the top 
staff. The tempo indication Adagio is notated above the first measure of the topmost violin staff 
and above and below the first measure of the continuo. 
 The individual instrumental barlines are generally discontinuous, although they 
consistently extend beyond the staff both above and below. Several barlines connect the choral 
Bass and continuo staves, and twice the Tenor is included in this grouping. The Canto and Alto 
share a continuous barline following each of the final two measures. 
                                                
151 NMA X/33/2, 28-9. 
152 Ibid., XXIII. 
153 Ibid., 30-31. 
154 Ibid., XXIII. 
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 Of the nine revisions Mozart made to this brief introduction, seven occur in the choral 
voices and those in measures 4 and 5 are particularly intriguing (see Figure 2.23). The first figure 
in each voice is a quarter note followed by a quarter rest, and while the notes are vertically 
aligned in the choral and continuo parts, the quarter rest spacing becomes wider as the staves 
descend, possibly indicating a top-down notational order. The top line of the Bass staff is slightly 
discontinuous and might indicate an erasure, although this is inconclusive. An eighth rest is then 
scored in each staff, although this figure is somewhat lighter in the Bass. The curiosity is what 
follows. In both the Tenor and Bass, another eighth rest is notated, followed by three additional 
eighth notes, totaling 4.5 beats. If we assume that the final eighth note in each measure is a later 
addition, some possibilities emerge to explain the sequence of revisions.  
 
Figure 2.23   CATB chorus and continuo, measures 4-5 
 Let us consider the Tenor first. The beam between the first two eighth notes seems to 
overwrite a flag on the second stem, which could be explained if the original rhythmic notation 
matched the Canto (eighth rest, quarter note, eighth note). Mozart may have then inserted the 
second eighth rest and connected the two notes with a beam, echoing the Soprano and Alto 
entrance at the distance of a half beat and notating the Bass in the same rhythm. Reasonable 
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vertical alignment in the choral staves lends some credibility to this theory; however, this would 
have created difficulties in text alignment in the ensuing measures. The insertion of the final 
eighth note in the Tenor, which appears to have initially been drawn with a flag, negates this 
scheme and resembles the Alto rhythm, but does not resolve the superfluous eighth rest. A beam 
connecting the last two eighth notes and a slur beneath the first pair may have been attempts to 
clarify rhythm and underlay, but ultimately contribute to questions surrounding revision and 
intent in this measure. Parallel revisions to the Bass are clearer and include the erasure of the 
problematic extra eighth rest. While this issue remains in the Tenor, editors seem to ignore the 
first rest; as the text in the last three measures appears only below the Canto and Bass voices, 
underlay clues do not contribute to these hypotheses.  
The remaining two revisions are much more straightforward. A figure appears to have 
been erased and overwritten in the Canto on the third beat of measure 5. The replacement figure 
is an eighth rest, repeating the rhythmic pattern found at the parallel point in the previous 
measure. It replaces a quarter rest, faintly visible despite having been erased and overwritten. 
The lower three choral voices reflect this rhythmic identity and repeat their previous roles, 
indicating a continued top-down notational order. 
Observations 
 The brevity of this section provides limited opportunities for substantive conclusions. 
However, some evidence is available supporting top-down notational order and the most 
significant revisions reflect the consistent inclination to adjust musical material to suit ideals of 
texture and the demands of the underlay. 
 79 
 
Gloria: ‘Cum Sancto Spiritu’ 
 ‘Cum Sancto Spiritu’ is the 196-measure movement that closes the Gloria. The text, 
“Cum Sancto Spiritu in gloria Dei Patris. Amen.” translates to “With the Holy Spirit in the glory 
of God the Father. Amen.” It follows the ‘Jesu Christe’ attacca, shares identical instrumental and 
choral forces, and continues the key of C major, but with a meter change to cut time.  
Formal characteristics 
 This extended movement evokes early polyphonic traditions through its white note fugue 
subject, which consists of a pair of rising fourths followed by a descending tetrachord, 
meticulously constructed to allow real answers to follow. 
 
Figure 2.24   Fugue Subject – Bass, measures 7-13 
Countersubject material is characterized by three anacrusic quarter notes succeeded by 
undulating eighth note patterns and tied syncopation on “in gloria Dei Patris. Amen,” while 
episodic material is loosely derived from these faster-moving constructions and associated with 
the closing text.  
 
Figure 2.25   Fugue Countersubject material – Bass, measures 14-15 
Pairs of string and wind instruments double each choral voice, characteristically assigned by 
range and color. The fugal architecture is brilliant and intricate without being formulaic. 
Organized in four sections, the movement is partitioned by three cadential pillars of similar 
construction and dynamic identity. 
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The choral exposition is followed closely by a single statement of the subject in the 
Tenor, accompanied by the remaining three choral voices in polyphonic lines that resemble the 
countersubject and lead to the first major cadence. Announced at measure 53, three measures of 
thinned texture and piano choral dialogue, punctuated by leaping octaves in the strings, 
anticipate the ultimate forte resolution and a welcome measure of homophony. The second 
section begins with stretto statements of countersubject material in the inner choral voices, which 
precede and accompany similarly close entries of the subject sounded by the outer voices in the 
subdominant. This texture resolves into four-voice free polyphony in the full ensemble. Again, 
Mozart relieves the tension with the dynamic and textural contrasts of the second cadential pillar 
at measure 73. 
Closely imitative entries of chromatic free polyphony form the seam to the extended third 
section, leading to a pair of stretto fugue subjects in Bass and Tenor in D minor paired with 
countersubject formulations in the upper two voices that eventually evoke cadential choral 
dialogue constructions. Ensuing free polyphony in Soprano, Tenor and Bass introduces and 
accompanies a single Alto statement of the subject. Mozart contrasts this feeling of pervasive 
motion with a series of four canonic voice pairings on the subject accompanied by a single voice 
in smooth conjunct motion. As the pairs intersect and progress, the accompanying line rises 
through the voice parts like incense before returning to earth in the final iteration. Two more 
canonic pairings embrace inversions of the subject and answer, but the figuration appears here 
only in the strings, again rising through the instruments’ ranges before arriving at the final 
extended cadential pillar. Constructed over a line of rising, chromatic whole notes in the Bass 
that fill in a fifth, the prolonged piano choral dialogue leads us harmonically back to the tonic 
and three exuberant measures of forte in the full ensemble. 
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The closing section begins with immediate dynamic and textural contrast as the full 
chorus sounds piano stretto entries of the theme, assisted minimally by the oboes and continuo. 
An explosion of sound ensues, as the full ensemble follows the choral voices in layered entries 
derived from the countersubject material, increasing in rhythmic motion to a cadence that signals 
the coda. The subject is finally stated in choral unison, doubled by the winds and energized by 
figuration in the strings and continuo group to a percussive final cadence. 
Examination of the autograph facsimile 
 The ‘Cum Sancto Spiritu’ portion of the Gloria appears on eleven leaves of paper with 
two different watermarks. The movement opens on four leaves (numbered 37 verso through 40 
verso) of watermark 60155 and continues for seven leaves (41 recto through 47 recto) of 
watermark 56.156 Bassoon parts for this movement and ‘Jesu Christe’ are notated on two leaves 
of paper with watermark 62,157 inserted as overflow later in the document. It should be recalled 
that paper with watermark 60 is pre-ruled with vertical lines to begin and end the 12 staves. 
 Mozart extends the incomplete vertical line that opens the system for the lower two 
staves, adding hooks at the top and bottom to form the bracket. The only other markings on the 
page are the centered title //Cum Sancto// and the meter change to alla breve. 
 The barlines in this movement are generally discontinuous; the instrumental parts are 
almost exclusively so. However, as in other parts of the torso, the greatest continuity occurs 
between the choral Bass and continuo staves; in the ‘Cum Sancto,’ there are 32 such barlines, 
half of which may have been drawn with two pen strokes. The relationship between these voices 
renders the frequency of the connection unremarkable. The next most prevalent joining includes 
the Tenor, Bass and continuo; there are 12 instances where the continuous stroke appears to be 
                                                
155 NMA X/33/2, 28-9. 
156 Ibid., 25-6. 
157 Ibid., 30-31. 
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intentional, often connecting measures with similar note values. There are other combinations of 
choral parts with continuous barlines, but those most clearly relevant connect Alto, Tenor, Bass 
and continuo. Found nine times throughout the movement, five occur at the end of a side of 
manuscript paper. The remaining four instances mark a change in texture or compositional 
material and serve as a partition between sections.  
 The patterns of continuous barlines in measures 72 to 77 clearly illustrate the 
demarcation of structural elements. This section is bounded by barlines connecting Tenor, Bass 
and continuo and includes the dynamic change from piano to forte in the second cadential pillar 
described above. Here the musical material clearly falls into groups: the eighth note dialogue 
between Canto and Alto, barred together, and the sustained figures in the Tenor, Bass and 
continuo. These barline groupings continue through the forte cadence, marking the end of this 
section. 
Mozart made more than 50 revisions to the ‘Cum Sancto Spiritu,’ closely divided among 
the winds, strings, and choral voices. Eight of these corrections have been made in such a way 
that the original pitches are indecipherable, typically through erasure or a combination of erasure 
and overwriting. In general, the revisions to this movement raise more questions of notational 
order than they provide clear answers. 
One such instance is measure 35, where Canto, Violin I and Horn I were each originally 
notated on the downbeat as cadential quarter notes (see Figure 2.26). The Canto and first violin 
parts, which sound in unison, were changed to half notes, while the horn, which plays a 
simplified version of the Tenor part, is changed to a whole note, beginning a chain of tied notes 
that supports the subsequent phrase. Vertical alignment in measures 30 and 31 indicate bottom-
up notational order, but if this continued through the remaining measures of the phrase, why are 
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Canto and Alto initially assigned different note values at the cadence point? Mozart may have 
considered grouping the Canto with the Tenor and Bass to immediately begin the next phrase, 
but there is no evidence in the score to support this possibility. If, however, the notational order 
for the phrase shifted to top-down, as is conceivable from the vertical alignment in measures 33 
and 34, the half note in the Alto simply follows the Canto prolongation.  
 
Figure 2.26   Full score, measures 31-35 
Violin I (staff 1), Horns (staff 5), Canto (staff 8) 
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While we’ve known Mozart to reverse notational order of the choral parts depending on their 
construction, what remains puzzling in this scenario is the correction in the first violin and horn. 
Evidence provided by the revisions in other movements suggests that Mozart typically scored the 
choral and continuo voices prior to notating the accompanying instrumental forces, particularly 
when exact doubling is involved. The possibility exists, then, that Mozart closed measure 35 in 
all voices before notating any material for the following phrase, which would seem to represent a 
departure from his usual practice. Similar revisions in the Canto, Violin I and Viola following 
the first cadential pillar at measure 57 indicate that Mozart’s notational approach to pervasively 
imitative structures may have embraced an earlier scoring of the full ensemble (see Figure 2.27). 
 
Figure 2.27   Full score, measures 56-58 
Violin I (staff 1), Viola (staff 3), Canto (staff 8) 
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 Revisions to the Alto and Tenor underlay in measure 182 suggest nearly concurrent 
notation of text and musical material in a contrapuntal texture. The phrase begins in measure 175 
with four-part imitation in the choral voices derived from the countersubject material and set to 
“in gloria.” While Mozart employs a repeated two-measure rhythmic motive in the lower three 
voices, the second and third iterations of this material in the Alto and Tenor form a 
homorhythmic duet with parallel text placement. But Mozart then deletes the last two syllables 
of the underlay in the third statement, connecting beams and adding slurs to extend the line in 
both voices. Because the nature of the musical material notated in measure 183 and beyond does 
not invite a repetition of the “in gloria” underlay, it appears that Mozart placed and deleted the 
text in the Alto and Tenor voices in measures 181 and 182 before notating the ensuing cadential 
measures, where he aligns the final syllables in all four voices. The polyphonic complexity of 
this phrase necessitated underlay in all choral parts, rather than the Canto/Bass shorthand Mozart 
employed in simpler textures, allowing us insight into the close relationship between musical 
invention and placement of text.  
 
Figure 2.28   CATB chorus and Continuo, measures 175-184 
Observations 
The complexity of the musical material in this fugal movement, as well as the limited number of 
revisions to the vocal and instrumental parts, impedes the possibility of determining a pervasive 
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or patterned notational order. However, isolated revisions indicate two apparent departures from 
Mozart’s typical notational procedure: that he placed text underlay as he scored notes rather than 
after entire phrases had been set down, and that the full ensemble was scored in blocks, rather 
than filled in after the choral parts were completely notated. Since this movement embraces the 
most thoroughgoing use of polyphonic techniques, these variations in method are plausibly tied 
to the notational challenges of such a texture. 
 
Credo: ‘Credo in unum Deum’ 
 ‘Credo in unum Deum’ is the 116-measure movement that opens the incomplete Credo 
and is followed by the Canto solo setting of ‘Et incarnatus est,’ after which the movement breaks 
off. This movement contains a significant amount of text, listed and translated below; due to its 
sheer volume, very little is repeated. 
Credo in unum Deum,  I believe in one God, 
Patrem omnipotentem the Father Almighty, 
factorem coeli et terrae, maker of heaven and earth, 
visibilium omnium, et invisibilium. and of all things visible and invisible. 
 
Et in unum Dominum Jesum Christum, And I believe in one Lord, Jesus Christ, 
Filium Dei unigenitum. the only begotten Son of God, 
Et ex Patre natum ante omnia saecula. born of the Father before all ages. 
Deum de Deo, lumen de lumine, God from God, Light from Light, 
Deum verum de Deo vero. True God from true God, 
Genitum, non factum, Begotten, not made, 
comsubstantialem Patri: of one substance with the Father 
per quem omnia facta sunt. by whom all things were made. 
Qui propter nos homines, Who for us men  
et propter nostram salutem and for our salvation 
descendit de caelis. came down from heaven. 
 
The movement is scored for strings, oboes, bassoons and horns and shares the CCATB choral 
voicing that Mozart used for the ‘Gratias’ movement of the Gloria. The Gloria closed in C major, 
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the Credo continues in that key. This movement is alone among the choral settings in the torso to 
employ a 3/4 meter;158 the tempo indication is Allegro maestoso. 
Formal characteristics 
The ‘Credo in unum Deum’ is only partially scored, resembling Konrad’s description of 
the third phase of Mozart’s compositional method, but assists in delineating the skeletal formal 
structure. An introduction and four large sections, characterized by texture and motivic content, 
are linked by incompletely scored string material (see Figure 2.29).  
 
Figure 2.29   ‘Credo in unum Deum’ formal construction 
                                                
158 This meter is also used for the 99-measure Canto duet setting of ‘Domine Deus’ in the Gloria movement. 
A 01-08 
winds – oboes: figural patterns paired with bassoons/horns: harmonic support in dialogue with strings 
strings – rhythmic motive in dialogue with winds 
L1 09-13 strings – linking material: imitative entries of rhythmic motive, violin 1 lyric melody 
 
A1 14-23 
winds – figural patterns and harmonic support in dialogue with strings 
strings – violin 1/bc only: rhythmic motive in dialogue with winds 
choir – declamatory, grouped with winds in dialogue with strings 
B 24-31 
strings – violin 1: continuous rhythmic motive; bc: motive alternates with quarter notes, motor 8ths at cadence 
choir: – imitative entries S1/S2/T/B/A, homorhythmic at cadence 
L2 32-35 strings – linking material: imitative entries of rhythmic motive; dynamics – p – cresc. – f 
 
A2 36-43 
winds – figural patterns and harmonic support in dialogue with strings 
strings – violin 1/bc only: rhythmic motive in dialogue with winds 
choir – declamatory, grouped with winds in dialogue with strings 
B1 44-51 
strings – violin 1: rhythmic motive with some variation; bc: motive in alternation, motor 8ths at cadence 
choir: – imitative entries S1/S2/T/B/A, homorhythmic at cadence 
L1a 52-58 strings – linking material: imitative entries of rhythmic motive with lyric melody, more fully elaborated 
 C 59-62 
strings – unis. violins: continuous descending figural pattern; bc: figuration in alternation 
choir – declamatory choral dialogue: TB – S1S2A 
D 63-66 
strings – unis. violins: continuous rhythmic motive; bc: motive in alternation 
choir – declamatory choral dialogue: S1S2A – TB  
C1 67-70 
strings – unis. violins: continuous descending figural pattern; bc: figuration in alternation 
choir – declamatory choral dialogue: S1S2A – TB 
D1 71-74 
strings – unis. violins: continuous rhythmic motive; bc: motive in alternation 
choir – declamatory choral dialogue: TB – S1S2A 
B2 75-81 
strings – unison violins: ascending scalar passage/descending 8ve 8th notes; bc: derived from violin pattern 
choir – imitative entries S1/T/S2/B/A, homorhythmic at cadence 
L1 82-86 strings – linking material: imitative entries of rhythmic motive, violin 1 lyric melody 
 
A1a 87-96 
winds – figural patterns and harmonic support in dialogue with strings 
strings – violin 1/bc only: rhythmic motive in dialogue with winds 
choir – declamatory, grouped with winds in dialogue with strings 
97-
104 
strings – violin 1: continuous rhythmic motive; bc: motive in alternation, motor 8ths at cadence 
choir – staggered entries, not imitative, TB/S1/A/S2 B3 105-
110 phrase extension – choir: homorhythmic, violin: percussive triple stops at cadence 
L2a 111-116 
strings – linking material: violin 1/bc continuous rhythmic motive, cadential figure; dynamics – p – cresc. – f 
choir – closing homophonic statement 
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A rhythmic motive is established immediately in the upper strings and continuo and 
recurs regularly throughout, often in dialogue with the winds, which are scored in four phrases of 
figural patterns. This motivic exchange defines subsection A, which is joined by homorhythmic  
 
Figure 2.30   Rhythmic string motive – Violin I, measure 1-2 
choral statements initiated by a “Credo” exclamation. The contrapuntal choral textures of the B 
material are accompanied by the rhythmic motive in the strings and appear in each large section. 
 An extended variation on the A material occurs in the third section of the ‘Credo,’ where 
the strings depart from the rhythmic motive and sound a descending figural pattern accompanied 
by homophonic choral dialogue. This C material alternates with D, a return to the string motive 
paired with another choral dialogue. Linking material L commences with imitative entries of the 
string motive and connects each of the large sections, joining with a final homophonic choral 
statement to form a coda. 
 Examination of the autograph facsimile 
 Like the Kyrie and ‘Cum Sancto Spiritu,’ the ‘Credo in unum Deum’ is composed on 
paper with watermark 56. The leaves are gathered together in two groups: two double bifolia 
numbered 41-47a, where 47a is completely blank, and four double bifolia 48-63.159 ‘Credo’ 
follows the separator page 47a and appears in its entirety on 48 recto through 55 recto. It is 
immediately followed by the solo ‘Et incarnatus’ on 55 verso through 62 verso, with 63 
remaining blank. The leaves bearing the overflow wind parts from the Gloria movements are 
inserted at this point. 
                                                
159 NMA X/33/2, 25-6. 
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 Mozart has drawn a continuous line with a hook at the bottom and an added hook at the 
top, forming a bracket to begin the system. The instrumentation matches that of the ‘Gratias,’ but 
the first three staves (violins and viola) are unlabeled for the ‘Credo.’ The following staves are 
labeled: 2 oboes, 2 horns, 2 bassoons, choral voices Canto I, Canto II, Alto, Tenor, Bass and 
continuo labeled ‘Basso.’ In the upper left corner is the movement ordinal ‘No. 9,’ to the right of 
this is the tempo abbreviation Allo maestoso, which is repeated below the first measure of the 
continuo. Centered at the top is the title //Credo//. 
While the majority of the barlines in the autograph are discontinuous for all parts, some 
patterns of continuity are present in small numbers. Continuous barlines that connect several or 
all of the choral staves with the continuo are typically found following the final measure on a 
leaf of manuscript paper. Exceptions to this find the Canto II, Alto, Tenor, Bass and continuo 
staves connected four times, two occur near a full choral entrance after complete bars of rest 
marking an instrumental interlude and two are found at cadence points. The lowermost four 
staves (Alto, Tenor, Bass and continuo) are also occasionally continuous, although there does not 
appear to be a regular pattern of cadence or texture to these instances. The choral Bass and 
continuo are connected several times, which is consistent with the findings in other movements, 
but what differs is the relationship between the musical material in these two parts. Because the 
continuo regularly embraces the rhythmic motive found in the upper strings, there is rarely overt 
doubling of the choral Bass line and only occasional elaborated doubling. Likewise, these parts 
do not always align in the timing of phrase endings, with a continuous barline marking the end of 
a continuo phrase more frequently than that of the choral Bass. Overall, the instances of 
continuity are less frequent compared to those found in other movements. 
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Mozart made more than sixty revisions to the Credo and more than 80 percent are found 
in the choral parts, which is explained by the incomplete instrumental scoring throughout the 
movement. Several revisions are suggestive of patterns of notational order.  
In the Canto II, Alto, Tenor and Bass parts, ties connecting a dotted half note in measure 
20 to the initial eighth note in measure 21 are deleted (see Figure 2.31). While the identical 
rhythmic pattern is found in the Canto I, there is no evidence of revision, suggesting that the ties, 
if not all the musical material, were notated from the bottom up. As is typical in homorhythmic 
passages, text is underlaid in only the highest and lowest voice parts. In this case, the first 
syllable of “terra” is placed beneath the sustained note in measure 20 and the second syllable 
below the following eighth note; the ties suggest that Mozart attempted to avoid placing the 
unaccented second syllable of “terra” on the downbeat of measure 21. The decision to repeat the 
text and rhythm from measure 19, however, necessitated this placement, as the initial syllable of 
“factorem” would need an unstressed assignment. The problem is avoided in measure 22 by the 
square cadence rhythm.  
 
Figure 2.31   CCATB chorus and Continuo, measures 19-21 
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The text “et invisibilium” is set in measures 24 through 31 in imitative entries (see Figure 
2.32). Canto I introduces the phrase in measure 24, followed by Canto II in the next measure. In 
measure 26, a partially erased quarter rest in the Alto indicates an initial intent to score 
consecutive top-down entries, but the third entry was eventually placed in the Tenor. The Bass 
follows and the Alto becomes the final entry in measure 28. Spacing and vertical alignment 
indicate that the rhythmic motive in the violin and continuo parts were notated first, with the 
choral parts added after these were set down. Due to the linear nature of these parts, it is possible 
that the musical material for each choral line in the phrase was notated in its entirety before the  
 
Figure 2.32   Full score, measures 24-30 
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next voice was notated. Revisions are found in measure 30, where the rhythmic identity of the 
five voice parts becomes more similar preceding the cadence point in measure 31. The Alto, 
Tenor and Bass parts each sustain a single pitch in measure 29 and were originally notated to 
maintain this rhythmic similarity, however, notes are added and rhythms altered in measure 30 to 
align the entire Tenor measure and the first two beats of the Alto with the more active Canto 
parts, energizing the cadence.  
Measures 32 through 35 are intended to be a brief instrumental interlude, although the 
only parts notated are the first violin and continuo, which continue to sound the rhythmic motive. 
A single dynamic marking is indicated in each of these measures, although revisions were clearly 
made to these symbols in the violin part. Originally piano – forte – piano, these indicators were 
overwritten piano – cresc. – forte to ultimately create a more gradual increase in tonal energy. 
The dynamics indicated in the continuo part reflect the final markers without any evidence of 
revision, signaling a top-down notation of the dynamic markings if not all the musical material; 
the corrected indicators are found at the similar music in the coda. 
Measures 14 through 18 (see Figure 2.33) and 87 through 91 (see Figure 2.34) encompass 
parallel statements of the choral A material from the table above. The first entrance is sung to 
“Credo, credo in unum Deum, Patrem omnipotentem,” in short homophonic bursts. The text in 
the later measures, “Credo. Qui propter nos homines, et propter nostram salutem,” also falls in 
two brief exclamations. While the text underlay differs and requires altered rhythms and a few 
additional notes, the initial notation of the musical material in measures 87 through 89 was an 
almost exact repetition of the earlier measures. Revisions to the Canto II, Alto and Tenor parts 
were made to create different contours while the Canto I and Bass parts remained unchanged 
from the earlier A material. The notes in the second half of measure 89 were inserted to 
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accommodate the text, but revisions were made to the Canto I, Alto and Bass parts to create 
greater motion, avoiding static unison eighth notes in all voice parts. In measure 90, the pitch 
patterns in the Canto II and Tenor parts are an exact repetition of the revisions in measure 88, 
although a change to the first note of the Alto may point to a later revision of its parallel note in 
the earlier measure. Another possible late revision is the Tenor cadence note in measures 91 and 
18. Both were originally quarter notes on E4 and both were changed to C4. Since no other 
alterations are found in the earlier passage, it is possible that this revision was made at the time 
the later passage was notated. The change revoices the chord, leaving Canto I as the only third of 
a C major chord with a tripled root. The revisions to measures 87 through 91 reflect a preference 
for slight difference rather than exact recapitulation, although the presence of the wind parts and 
the nature of the choral material remain similar enough to signal this relationship to the listener.  
 
Figure 2.33   CCATB chorus and Continuo, measures 14-18 
 
Figure 2.34   CCATB chorus and Continuo, measures 87-91 
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The final revision that is suggestive of notational order occurs in the Tenor and Bass parts 
at the downbeat of measure 97 and forms a seam between the close of a homophonic passage and 
the initiation of a loosely imitative section (see Figure 2.35). The text for both passages is 
“descendit de caelis,” with the former set syllabically and the latter melismatically. The first 
pitch of measure 97 was originally notated as a quarter note in all voice parts, with flags added in 
the Tenor and Bass to shorten their duration to an eighth note. The desire for the initial, 
unaccented syllable of “descendit” to fall on the second half of the downbeat necessitated 
shortening the duration of the cadence note from the previous passage in these voices, which 
suggests that the homophonic passage that occurs in measures 92 through 97 was notated in its 
entirety before the subsequent passage was considered or set down.  
 
Figure 2.35   CCATB chorus and Continuo, measures 96-98 
Observations 
 The partial scoring of this movement allows a focus on the development of the choral 
material. A pervasive notational order is not evident; rather, phrases seem to have been scored 
top-down or bottom-up depending on the construction of the musical material. There is some 
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evidence that underlay was placed in the opposite notational order as the musical material, but 
insufficient examples render a significant conclusion impossible. As in other movements, Mozart 
demonstrates a willingness to adapt musical material to its corresponding underlay after it has 
been set down. Revision here favors an avoidance of exact repetition or recapitulation, with 
changes in contour and texture in order to achieve subtle differences while retaining the original 
character of the material. 
 
Summary 
 The seven extant choral movements of the Mass in C minor, K. 427 vary in 
instrumentation, length and formal structure, but are united in characteristics that contravene the 
church music restrictions imposed by Joseph II in Vienna during these years. According to 
Maynard Solomon, Mozart “[c]learly… had no intention of compromising his effort to create a 
dramatically expressive, elevated church music style that transcended the Austrian mass 
tradition”160 while utilizing “baroque, classical, Salzburg, Viennese, and Italian materials as the 
alphabet of a hitherto undiscovered language.”161 As Solomon implies, this variety of influences 
results not in a farrago of styles, but in a richness of musical vocabulary that provides contrast 
and variety, particularly when the torso is viewed as a whole. However, even when the choral 
movements are isolated, as in this study, the effect is one of elements artfully entwined, creating 
a harmonious marriage of time-honored gestures and contemporary interpretations, unified by 
clarity and balance in texture and color.  
 The Baroque influences on the mass are indisputable and have been frequently noted by 
scholars. Abert remarks that “it is the more inspired passages – and it is significant that they are 
                                                
160 Maynard Solomon, Mozart: A Life, (New York: HarperCollins Publishers, 1990), 271. 
161 Ibid., 296. 
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nearly all choral movements – that afford the clearest evidence of the influence of Bach and 
Handel.”162 But rather than lending merely a nostalgic air to the work, Mozart mines the 
structural and expressive hallmarks of that era to scaffold four of the six choral movements in 
this great mass. The fugal gestures of the Kyrie are nurtured to full fruition in the white note 
‘Cum Sancto Spiritu’ fugue, while enjoying flexibility of form with the use of extensive free 
counterpoint organized by cadential pillars. Characteristic rhythmic motives underpin the Kyrie, 
‘Gratias’ and ‘Qui tollis,’ woven into the texture as ostinati, maneuvered to signal progress 
through the architecture, or simply employed to encourage rhythmic vitality, these patterns offer 
logic and coherence. Sigh motives, terraced cadences, and descending chromatic lines, 
particularly in the bass, are emotive gestures consciously and effectively used to communicate 
their rhetorical meanings. Mozart combines all these compositional techniques with his own 
artistic gestures of rhythmically enlivened cadences, strategic syncopation, brilliant and subtle 
combinations of voices and tone colors, textural diversity and the harmonious marriage of text 
and melody, to yield a diverse and exceptionally creative grand offering.  
 While page layout and barline continuity are specific to the musical material set down, 
specific instances of top-down notational order in choral parts are more frequently found in these 
movements, particularly in homophonic passages, but rhythmic ostinati in the accompanying 
instruments often have pride of place. Complex imitative textures reveal fewer clues to 
notational order or sequence of revisions; vertical alignment fluctuates depending on the number 
of active parts, intricacy of rhythm, and role of the melodic material set down, but when engaged 
with pervasive imitation, Mozart departs from his typical notational style to score the full 
ensemble in large blocks, often notating text and musical material simultaneously. A tendency 
                                                
162 Abert, W. A. Mozart, 831-2. 
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toward phrase-by-phrase scoring of choral homophonic textures is often tempered by revision at 
the cadence due to the demands of the text or subsequent musical material. 
 A consistent willingness to accommodate the needs of the underlay demonstrates 
Mozart’s sensitivity to rhythmic and textual relationships between voice parts. Revisions more 
frequently result in increased naturalness of vocal lines or appropriateness of text or agogic 
stress, but adjustments to underlay to preserve clarity of texture or structural integrity will 
occasionally reveal a more awkward syllabification or increased technical difficulty for the 
choral singer. Finally, revisions to parallel structures within a movement indicate a preference 
for varied recapitulations through changes in contour, motion or texture, rather than identical 
repetition. Such adjustments create subtle variety, retaining the musical identity of the material 
while revealing a depth of invention and confidence in approaching the choral medium. 
 
 The physical structure of the autograph offers insight into Mozart’s working methods and 
suggests questions regarding the sequence of the torso’s composition and revision. Tyson 
compares the organization of the manuscript paper from the Salzburg years with those of the 
Vienna decade, noting that  
when one goes on to inspect many of the autograph scores of Mozart’s early years 
in Vienna, one finds the same structure – repeated pairs of gathered bifolia – in 
almost all of them. But if one then looks at the autographs of his final years, one 
finds something very different in their structure; there virtually never seems to be 
a gathering of two bifolia made from a sheet, for they have almost always been 
separated. Thus the structure is almost entirely that of single bifolia.163 
When examining the foliation164 of the Mass in C minor (see Figure 2.36), certain exceptions to 
the expected structure stand out: single bifolia are used at the end of the Kyrie (fols. 5-6) and for 
                                                
163 Alan Tyson, “A Feature of the Structure of Mozart’s Autograph Scores,” Festschrift Wolfgang Rehm zum 60. 
Geburtstag am 3. September 1989, ed. Dietrich Berke and Harald Heckmann, (Kassel: Bärenreiter, 1989), 95. 
164 Monika Holl, “Kritischer Bericht” Neue Ausgabe sämtlicher Werke, Ser. I:1:5, e/6. Figure 2.36 on page 102 
presents a graphic representation of foliation, watermarks and movements scored. 
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the entire ‘Gratias’ (fols. 19-20). While Tyson demonstrates that the autograph scores of 
Mozart’s Salzburg and early Vienna works are scored on repeated pairs of gathered bifolia, he 
points out that “sometimes at the end of the work (or just occasionally at the end of one of its 
movements) there may be only a single bifolium, or a single leaf, since Mozart often did not 
want to waste one or two leaves of unused paper at the end of his finished score.”165 This 
explanation does not satisfy the two exceptions listed, as the recto of an additional sheet is 
needed to complete the Kyrie, and the verso of folio 20 is used to begin the ‘Domine.’ Since the 
music scored on 5r begins at the last choral interjection during the Canto solo, it is possible that 
this single bifolium represents rewritten work. Mozart may have abandoned or discarded a 
conclusion to either the solo or the entire movement, separated the gathered pair of watermark 
56, and inserted its orphaned partner as a replacement.  
 Perhaps more puzzling is the gathered bifolia with watermark 11 that follow. The only 
example of this papertype in the work, the outer bifolia was cut or torn into single folios. The 
final four measures of the Kyrie, along with its timpani part, were notated on the recto and 
numbered as folio 7, while the remaining three folios were used to score the following 
movement. If we assume that it was Mozart who severed the outer leaves of the bifolia, the 
motivation for that act might lie in the discarded initial measure contained on 7v. Laid out in full 
score, although cleffed only in the strings, chorus and continuo and holding notation for only the 
outermost instrumental parts, this abandoned measure is certainly not a sketch. Although clearly 
related to the material of the ‘Gratias,’ its notation certainly preceded this work on the Kyrie. 
Once Mozart decided to abandon its development, he may have separated the gathering and 
severed the outer bifolium in order to use those three folios elsewhere. When reaching the end of 
the Kyrie and discovering a need for only one side of a folio to complete the notation of the 
                                                
165 Tyson, “A Feature of the Structure of Mozart’s Autograph Scores,” 95. 
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movement, it is possible that Mozart repurposed this single folio and reunited it with its original 
gathering to continue with the following movement. In fact, Tyson finds it “highly probable” that 
Mozart’s use of the two bifolia of watermark 11 for the final leaf of the Kyrie and the entire 
‘Gloria in excelsis’ movement represents a “later rewriting” of these movements.166 The 
conclusion of the Kyrie and its appended timpani part may well be the replacement for a lost 
alternate ending or the continuation of a more extensive rewriting related to the solo Christe 
material, but only the recto of the first Gloria leaf has the clean appearance that might be the 
result of reworking existing material. 
 An explanation for the single bifolium that holds the ‘Gratias’ can be traced to the 
gathered bifolia that immediately precedes it. Composed of two different paper types, the outer 
bifolium (fols. 15 and 18) is watermark 60, which matches the significant store of paper that was 
used in the subsequent movements. The inner bifolium (fols. 16 and 17) is watermark 61, which 
is only used in the previous double bifolia that comprises the first half of the ‘Laudamus.’ This 
curious hybrid gathering can be explained if folio 15 represents a substitution of reworked 
material that was later inserted and its companion used to complete the movement. The single 
bifolium that follows, whose recto holds the final five measures of the ‘Laudamus,’ is therefore 
quite probably the bifolium that was previously gathered with folios 15-18, and its use here is 
quite logical. 
 Tyson’s comment about Mozart’s economical use of paper may lead us to some 
hypotheses regarding the folios in the autograph that remain blank. Both sides of folio 63 are 
empty, but as this is the final leaf in a set of gathered bifolia used for the setting of ‘Et 
incarnatus’ and represents the point at which work on the incomplete Credo broke off, its 
presence is logical. Less so are 47v and the subsequent folio, numbered 47a, which represent the 
                                                
166 Tyson, Studies of the Autograph Scores,102. 
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third and fourth leaves of the gathered bifolia that closes the ‘Cum Sancto.’ Since the final five 
measures of this movement were scored on 47r, these blank leaves may have been intended for 
the supplemental wind parts needed to fill out the Gloria movements, which were eventually 
notated on a gathered bifolia of Salzburg paper and inserted later in the autograph. The curious 
numbering for 47a might also be explained by the fact that the inserted instrumental parts are on 
unnumbered bifolia, indicating a predisposition to treat these leaves as addenda. Once the 
Salzburg paper was employed as an alternative to these pages, creative numbering or the removal 
of this blank folio would have been necessary. It is also certain that work on the Credo, which 
begins on a new double bifolia, preceded the notation of the supplemental Gloria winds, so these 
blank leaves could not be used for the subsequent movement. Finally, the blank 10v that closes 
the ‘Gloria in excelsis’ could be explained by Tyson’s assertion that Mozart’s use of this 
divergent paper type represents a later reworking of the movement. 
 The revision to the opening layout of the Kyrie movement suggests a puzzle of 
chronology and intent. The instrument labels and cleffing insert the bassoons and relocate the 
clarini, while clearly indicating the timpani among the instrumentation. Although typically the 
Kyrie and Gloria movements are scored for identical instrumentation, the layout for the Gloria 
exempts the bassoon parts, which are scored on a separate, unnumbered leaf inserted at the back 
of the autograph. The bassoons are fully integrated into the composition of the Kyrie; in some 
cases, they double the choral voices, violins or violas, but more frequently they function in 
combination or alternation with the continuo or as independent parts supporting the harmonic 
structure with the other wind instruments. In contrast, the bassoon role in the Gloria is not as 
diverse; here they double the choral and string parts in almost constant alternation, rendering 
them less integral to the overall texture of the movement. In considering these issues, the 
 101 
question of the notational (and perhaps compositional) order of these movements presents itself. 
Might the Gloria have been scored first? This would explain the initial instrumentation of the 
Kyrie, as well as the insertion of a subordinate bassoon part in the subsequent movements that 
employ the full instrumental ensemble. That we believe the ‘Gloria in excelsis’ included in this 
autograph is a later rewriting may support this theory. Although the scores are lost, Mozart 
completed the Sanctus and Benedictus movements while leaving the Credo a fragment, 
establishing a precedent for non-sequential composition in this work.  
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CHAPTER 3 
ANALYSIS OF THE MASS MOVEMENT FRAGMENTS 
 
 Of the seven mass movement fragments dated 1779 or later, five were produced within 
the half decade leading up to Mozart’s death. The two earliest fragments, K. Anh. 12 and K6 
296c, share the key of E-flat major. Three of the five late fragments (K. Anh. 13, K. Anh. 15 and 
K. Anh. 20) were composed in C major; K. Anh. 16 is in G major and K. Anh. 14 is set in D 
major. The majority are settings of the Kyrie, typically breaking off at the Kyrie II. Exceptions 
are K. Anh. 20, a setting of the Gloria through “benedicimus te,” and K6 296c, labeled Sanctus 
but notated without underlay. 
 All of the fragments are scored for CATB chorus, continuo and upper strings, but viola is 
excluded from Kyrie in C major, K. Anh. 13 and Sanctus, K6 296c. The use of winds varies;167 
five of the seven are scored for oboe and bassoon, four for clarini trumpets and timpani, and only 
K. Anh. 12 includes horn. While all are relatively brief, the length of the fragments differs: the 
shortest (K. Anh. 13) is 9 measures, the longest (K. Anh. 15) is 37. 
 Mozart made use of five different paper types. Of the five late fragments, all were notated 
on paper in his possession by 1787; one is scored on Tyson 91, three are on Tyson watermark 95, 
and one uses a combination of Tyson 95 and 96.168 Anomalous paper types, Tyson 42 and 48, 
were acquired in 1777 and 1778 respectively and used for the two earliest fragments. 
 Christoph Wolff tells us that “[t]he fragments are not to be understood primarily as 
documenting creative exuberance – an undeniable Mozartean phenomenon, of which the finished 
works provide far better and more eloquent evidence. Rather, they corroborate an intrinsic 
                                                
167 Please see Appendix E: Mass Movement Fragments – Scoring and Watermark Table 
168 NMA X/33/2, 44-45. 
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feature of Mozart’s mature style – that is to say, the manifold implications of the inventive 
genius challenging himself with critical choices and making well-calculated and deliberate 
compositional decisions. The skeletal structure he notated on the music paper provided only the 
rough outlines of the piece; its compositional elaboration required considerable additional 
work.”169 The following sections utilize analysis techniques similar to those in Chapter 2 in an 
attempt to study both the rough outlines of the mass movement fragments and the incomplete 
additional work represented by Mozart’s careful improvements.  
 
Kyrie in E!  major, K. Anh. 12 
(K. 322 /K6 296a/Fr 1779a) 
 Kyrie in E! major, K. Anh. 12 is a 24-measure fragment composed in Salzburg in early 
1779. The movement was completed at 34 measures by Maximiliam Stadler (this material has 
been partially obscured on the facsimile copy provided) and entered in the Köchel catalog as K. 
322. It is included in this study as the first example of Mozart’s collection of late mass 
movement fragments. Composed the same year as the completed Missa in C major, K. 317, it 
offers an early perspective to these unfinished works and a basis of comparison for the later 
fragments.  
 The movement is scored and labeled for two violins, viola, two oboes, two horns in E!, 
two trombe (low trumpets) in E!, timpani, CATB choir and continuo; the tempo is Largo, the 
meter is C. Of the 24 measures, it is fully scored through measure 8; thereafter the texture thins 
to choral, continuo and string forces with occasional wind interjections. The first violin part is 
present throughout; indeed, the only notation in the final two measures is for this instrument, 
                                                
169 Christoph Wolff, “The challenge of blank paper: Mozart the composer,” On Mozart ed. James M. Morris 
(Cambridge: Cambridge University Press, 1994), 120-1. 
 105 
indicating a return to the opening material. Einstein calls the movement “grandly conceived and 
of the finest workmanship in both the vocal and the instrumental writing.”170 
Formal characteristics 
 The movement begins with a four-measure instrumental introduction (see Figure 3.1). 
Unison low strings and bassoons sound an ascending triad that is answered by the violins with 
descending stately sigh figures in thirds that fill in the compass of a sixth. Dramatic dynamic 
changes in these bars and elsewhere in the fragment testify to Mozart’s time in Mannheim, to 
which this fragment is linked. The following two measures offer a graceful contrast, as the 
violins elaborate on scalar figures with emotive angular leaps at the top of the arched 
construction and a hint of syncopation before the winds join sweetly in octaves at the cadence. 
The instrumental material of the introduction repeats in measure 5, ritornello-like, as the chorus 
enters with homophonic outbursts of “Kyrie” set to the topos of a rhythmic dotted figure first 
introduced by the timpani in the opening measures.  
 
Figure 3.1   Strings and Continuo, measures 1-4 
                                                
170 Alfred Einstein, Mozart: His Character, His Work, trans. Arthur Mendel and Nathan Broder (London: Oxford 
University Press, 1968), 341. 
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A variant of the lyric string melody from the introduction accompanies and elaborates on 
imitative choral entries in measures 7 and 8 as they proceed from high voices to low. Descending 
figures in the violins gently reference the opening fanfare while the choir progresses to simple 
homophonic material. Scoring in the winds ceases and the violins develop an ornamented lower 
neighbor motive that engages in a dialogue with the choral voices (see Figure 3.2). This motive 
repeats and outlines the dominant in imitative violin entries, as they alternate doubling and 
embellishing the Canto and Alto lines.  
 
Figure 3.2   Violin I, measure 10 
In the opening measures, bassoon and viola join the continuo group, breaking away 
briefly to intertwine beneath the lyrical violin melody. The viola re-emerges in measure 14, 
joining the violins and continuo to sound imitative entries in a brief instrumental interlude, 
slowing the rhythmic landscape before subtle syncopation links to the “Christe” material, which 
represents a brief development section. 
 
Figure 3.3   Strings and Continuo, measures 14-15 
The strings support the solo Canto entry of “Christe eleison” with static motor rhythm 
sixteenth notes, while the horns underscore the harmony with long tones. As the chorus responds 
homophonically, the first violin repeats a rising cell derived from earlier motivic material. This 
pattern repeats as the solo Alto follows with another statement of “Christe eleison.” In this 
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section, Landon notes “a bold flexibility in the part writing and in the dynamic range, and also a 
real sense of commitment… – and in all this the music darkens in a most moving fashion.”171 
Two more choral statements follow as the harmony transitions back to the tonic, with Canto 
joining the violins in a half measure of syncopation. Ascending chromatic runs and playful 
dotted figures in the first violin, again joined at the cadence by first oboe, lead back to the 
opening ritornello material. Here the fragment breaks off, and although unscored, a choral return 
to the Kyrie material from measure 5 would be likely, had Mozart completed the movement. 
Indeed, this simplified sonata form was Stadler’s approach. 
Examination of the autograph facsimile 
 The fragment appears on four leaves of paper with watermark 48, one of only two 
compositions found on this paper type in Mozart’s output.172 The paper was apparently 
purchased and ruled with fourteen staves in November 1778 in Mannheim,173 although the mass 
movement fragment is believed to have been composed in early 1779 in Salzburg.174 
 The paper is brownish in color, soiled and spotted, particularly on the first leaf. //Kyrie// 
is inscribed in Mozart’s handwriting at the top center of the first page. The tempo indication 
Largo appears to the left of the leaf, above and below the fourteen ruled staves. Each is labeled 
and cleffed for the intended instruments and voices; the two violins and two oboes are notated on 
separate staves. The bracket connecting all fourteen staves appears to have been drawn in one 
stroke, as do the brackets that begin each subsequent leaf. Barlines are generally continuous, 
notes and barlines in Mozart’s hand are vertically aligned and lightly drawn; any untidiness in 
                                                
171 H.C. Robbins Landon, “Sacred vocal works: Oratorios and Latin church music” The Mozart Essays, (New York: 
Thames and Hudson, Inc., 1995), 178. 
172 NMA X/33/2, 21; the other composition on this paper type is the fragmentary Concerto in D for piano and violin, 
K. Anh. 56. 
173 Ibid, XXII. 
174 Konrad, Mozart: Catalogue, 178. 
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the score is found in Stadler’s insertions and completion. It is possible that the musical material 
was worked out in more fragmentary sketches that have not survived, allowing this draft to be 
recopied with only minor revisions. 
 Almost twenty corrections to the draft are apparent, equally divided between choral and 
instrumental parts, although few provide overt clues to notational order. The majority is found in 
the “Christe eleison” material in measures 15 through 21, whose relative complexity is derived 
from its role as a brief development section. 
While a top-down notational order is assumed in the imitative choral entries that begin 
the movement, a revision points to a simultaneous shift in texture and notation. Rhythm and 
pitch both seem to have been altered in the last two beats of the Tenor entrance in measure 8 (see 
Figure 3.4). The slash through the stem of the E!4 that creates a sixteenth note value also appears 
to overwrite an eighth note B!3, removing the ninth and leaving a fully realized A!7 chord. It is 
doubtful whether Mozart originally intended an eighth note here; all the other choral voices as 
well as the violins place a sixteenth note on the end of beat 3, and the tidy vertical alignment of 
the fragment in general, and in this instance in particular, points to an intended sixteenth note.  
 
Figure 3.4   CATB chorus and Continuo: measure 8 
Since there are no other overt clues as to the notational order of this measure, the higher voices 
and strings may have been set down after the Tenor revision was made. It is equally possible that 
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Mozart changed the placement of the notehead prior to adding an intended second flag to the 
stem. As well, this revision takes place in the material set to the “Kyrie” text, which has been 
consistently set to the topos of a dotted eighth/sixteenth note combination. The eighth note 
following also seems to have been overwritten, this time from A!3 to B!3, effectively re-voicing 
the B!7 chord in the choir. This revoicing may pose the most compelling argument for a bottom-
up notational order, as the amended Tenor sounds the only root of the B!7 chord in the choir or 
continuo. Certainly, in a top-down order, Mozart would not have originally doubled the seventh 
without first placing the root of the chord. That these revisions fall at the Bass entrance, which is 
the point at which all four choral voices resume singing homorhythmically, also supports a shift 
to bottom-up notational order. 
Revisions in measures 20 and 21 address several different issues (see Figure 3.5). The 
final eighth note of the descending B! major triad in the continuo is overwritten with a bass clef 
followed by an inserted D3. While the original notation doubled the Canto, the revision interrupts 
that line in order to smoothly segue to doubling the Bass entrance. This appears to be a late 
change, as the bass clef neatly placed at the beginning of measure 21 is rendered redundant, but 
supports a shift in texture and voicing. The deleted tie between the Alto measures indicates a 
change in the intended underlay, which would have sustained the first syllable of “eleison” for 
three beats, while the revised setting allows the Alto to align syllabically with the Canto. The 
nature of the changes indicates that the musical material was set down before the text was 
placed. Finally, the addition of a flag shortens the duration of the cadential note in the choral, 
continuo and first violin parts in measure 21. It is probable that Mozart closed the phrase with a 
quarter note in all voices before considering the ensuing string transition that links measure 21 to 
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the recapitulation material in measure 23. The revision groups all the musical material 
rhythmically while allowing a piano repetition of the preceding figure in the first violin. 
 
 
Figure 3.5   Violin I, CATB chorus and Continuo, measures 20-21 
Observations 
 The autograph is extraordinarily clean, with a limited number of revisions and few clues 
regarding notational order. The revisions that resulted in the revoicing of chords generally 
produced simpler textures or harmonies. The single instance where a triad was revoiced to a 
seventh chord (measure 19), was probably intended both to enrich the harmony and to vary the 
contour of the choral lines, providing more interest in the voices accompanying the melody. 
Scant additional alterations indicate the influence of texture on notational order and a tendency to 
notate blocks of musical material by phrase. 
 111 
Sanctus in E!  major, K6 296c 
 The Sanctus in E! major is an 18-measure fragment dated to Salzburg in 1779 or 1780. 
The handwriting diverges from our other examples and tells us immediately that we are 
considering sketch material, as “Mozart had two different types of handwriting – his normal 
handwriting, which he used for everything from rough jottings to carefully prepared fair copies, 
and a Skizzenschrift, which he developed specifically for his musical sketches, and which was 
never intended to be read by others. Everything that Mozart noted down in his Skizzenschrift 
served merely as private information.”175 This “private” handwriting renders transcription of the 
musical material problematic, as detailed below. 
 The first staff begins with a treble clef and key signature of three flats; no tempo 
indication or meter signature is provided, although the music is in 3/4. While the only label is 
applied to oboe interjections in measures 2 and 4, the probable instrumentation consists of an 8-
measure violin introduction followed by ten measures scored for CATB choir and continuo bass. 
The sketch is included in this study due to its likely relationship with Kyrie in E! major, K. Anh. 
12. The heading, Sanctus, in Mozart’s hand, identifies it as a mass movement sketch despite a 
complete lack of text underlay. 
Formal characteristics 
The opening sketch material closely resembles the violin introduction of Kyrie K. Anh. 
12. After an exact repetition of a dotted quarter diad (G3/E!4) followed by a scalar pattern of 
sixteenth notes that descends through a tenth (see Figure 3.6), measures 5, 6 and 7 form a 
sequence of the scalar material foreshortened to encompass only a sixth, with a cadential figure 
in measure 8. Each diad is marked forte, the following scalar material marked a contrasting 
                                                
175 Konrad, “Mozart’s Sketches,” Early Music 20 (February 1992), 122. 
 112 
 
Figure 3.6   Instrumental introduction, measures 1-2 
piano. The choral measures that follow present a truncated exposition of fugal material. The 
choral Bass initiates the fugue subject, a slow moving, rising triad that closes with an 
ornamented turnaround, followed by a tonal answer in the Tenor that continues in a free 
elaboration of the subject (see Figure 3.7). The Alto enters in measure 15 with a repetition of the 
subject, and all voices break off after the Canto’s tonal answer. The choral exposition is  
 
Figure 3.7   Tenor and Bass, measures 9-12 
constructed to exploit rhythmic interplay among the voices at each entrance, and the Tenor 
extension in measures 13 and 14 (see Figure 3.8) intertwines with the Bass to create subtle 
falling patterns that contrast with subsequent entries of the rising fugue theme in the Alto and 
Canto. 
 
Figure 3.8   Tenor and Bass, measures 13-14 
Examination of the autograph facsimile 
The sketch appears on a single leaf (4b) of Klein-Querformat paper with watermark 42.176 
First used by Mozart in Salzburg in 1777, a stock of this paper accompanied him on his journey 
to Mannheim, Paris and Munich that fall. Ruled with ten staves, the beginnings and ends of each 
                                                
176 NMA X/33/2, 18-19. 
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leaf were inscribed with unbroken vertical lines.177 Mozart also used this paper type for the 
complete scoring of two other pieces of choral church music: the motet Sancta Maria, mater Dei, 
K. 273 of September, 1777 (8 leaves) and the Mass in C (Krönungsmesse), K. 317 of March, 
1779 (58 leaves).178 
A hook curving down above the first staff marks one end of a bracket, paired with a 
similar line below the second staff, indicating the intended use of two staves for the instrumental 
introduction. While no instrumentation is labeled, it is reasonable that the introductory eight 
measures scored on the first staff are intended for violin. In the second measure, above the half 
rest notated for beats 3 and 4, appears the abbreviation ‘Ob’ followed by four notes. The motive 
from measures 1-2 is repeated in measures 3 and 4, this time without the label for oboe, but again 
followed by four notes, rather less decipherable than those in measure 2. The second staff is 
empty, save for what appears to be a barline, discontinuous but reasonably aligned below the one 
that bisects measures 2 and 3 in the first staff. Ten measures are notated for a CATB choir and 
continuo in staves 3 through 7, although clefs and labels are missing. 
Rhythmic figures affect alignment. Whole rests are not specifically indicated; rather, 
measures of rest remain empty of notation. The continuo bass maintains a constant pattern of 
alternating eighth notes and eighth rests, generally requiring more space than the choral material 
in corresponding measures. For this reason, continuo barlines are consistently spaced slightly to 
the right of choral barlines. Rhythmic figures, rather than beats, are generally aligned between 
choral parts, particularly when a half note on beat 1 and a half note on beat 2 are notated in 
adjacent voices.  
                                                
177 Ibid, XXII. 
178 Ibid, 19. 
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 Due to the sequence of fugal entrances, the choral material implies a bottom-up 
notational order. The Bass and Tenor entrances occur at an interval of two measures, but the 
expected Alto statement of the fugue subject in measure 13 is delayed. The slight discontinuity 
of the barline between the Alto and Tenor staves betrays the possibility that Mozart considered 
placing the next entrance at this regularly spaced interval; the barline is continuous for Tenor, 
Bass and continuo. When the Alto voice finally enters on the tonic in measure 15, it is preceded 
by a continuous barline through all five staves. The barline that follows connects the Canto, Alto 
and Tenor staves with a slight interruption at a slur in the Tenor voice. This subtle break in the 
line indicates that the slur (and likely the figure that follows) was notated prior to the barline. 
Another barline connects the Bass and continuo staves and is set down slightly to the right of the 
upper three voices. It is possible that this disunity of alignment can be credited with the break in 
the barline continuity between the choral voices; however, previous alignment difficulties 
resulted in a curved but continuous barline. It is more likely that with the entrance of the Alto 
voice, the notational order shifted to pairing of voices, Alto/Tenor and Bass/continuo. The next 
barline is continuous between the upper two voices and marks the first statement in the Canto, 
following the Alto at the expected interval of two measures. The corresponding barline is 
continuous for Bass and continuo, and the Tenor staff is barred separately from the other voices, 
implying another shift of notational pairing. The sketch breaks off after measure 18 with a two-
stroke continuous barline bisecting all five staves. 
 Mozart made only three revisions to the musical material in this sketch. In the Tenor in 
measure 13, a half note D4 is overwritten with a quarter note E!4 then completely deleted (see 
Figure 3.9). A quarter note D4 followed by a quarter note D!4 is then placed next to the deleted 
figure. Based on the spacing of notes in previous measures, it appears that this adjustment was 
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made immediately, or at least before the next barline had been placed. This correction is of 
particular interest, as it occurs in the measure where the Alto would have entered had the regular 
interval of two measures between fugal entrances been preserved. Instead, Mozart works out the 
nature of the extension in the Tenor. The half note D4 and the ornamented figure on beat 3 would 
have created the second iteration in a descending diatonic sequence with the material from 
measure 12, but he varies the line by adding the chromatic descent on beat 2. The measure that 
follows resembles the opening violin material in rhythm and contour, and these two measures are 
accompanied in the Bass by a descending diatonic repetition of complementary rhythm. In  
 
Figure 3.9   Tenor, Bass and Continuo, measures 13-14 
measures 15 and 16 (see Figure 3.10), the Tenor resumes the rhythmic patterns and pitch 
contours of measures 11 and 12 in the Bass, and it is between these two measures that the slur in 
the Tenor voice barely interrupts the continuous barline. 
Another deletion in the Tenor occurs in measure 17, which also marks the entrance of the 
Canto and the first time all four voice parts sound simultaneously (see Figure 3.10). Originally, 
the Tenor sounded a dotted quarter note followed by a faster moving pattern of five undulating 
pitches. Mozart retains only the first note, reducing its value to a single beat, then inserts a 
quarter rest below the deleted notes and completes the measure with a quarter note. The 
replacement rhythm and pitch contour are borrowed from measure 15 in the Bass, which aligns 
with the Alto entrance of the fugue subject. The Tenor continues by following the pitch and 
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rhythm patterns from measure 16 in the Bass, while the original Tenor material from measure 17 
is transposed an octave lower and placed at the parallel location in the Bass. Since it is extremely 
unlikely that Mozart would have written such an overt doubling in this texture, the notational  
 
Figure 3.10   CATB chorus and Continuo, measures 15-18 
order at this point was certainly top-down, at least for these two voices. The adjustment to 
measure 17 in the Tenor results in greater transparency in the motion of the four voice parts, with 
the new Tenor rhythm reflecting the longer tones in the Canto, while more active rhythm is 
found on beat 1 in the Alto and in the second half of the bar in the Bass. This transparency and 
rhythmic pairing of voice parts is preserved in the following measure.  
The final revision was made in the continuo on beat 3 of measure 14 (see Figure 3.9). 
The eighth note and following eighth rest are deleted and an eighth note B!2 and eighth rest are 
placed below, resulting in a change of harmony. The original pitch may have been a D3 or E3; the 
deletion renders the note difficult to read, and small, inconsistently placed noteheads are typical 
of Mozart’s Skizzenschrift. This revision occurs at the close of the Tenor extension, where 
Mozart explored more complex and rapidly changing harmonies than in the previous four 
measures. 
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 Two transcriptions of this sketch can be found in the volumes of the NMA edited by 
Monika Holl179 and Ulrich Konrad,180 and in six instances, there are deviations in their 
realizations of the sketch handwriting. Konrad transcribed the sketch again in his Mozarts 
Schaffensweise,181 introducing something of a hybrid of the two previous versions. The first 
instance involves the placement of the dynamic marking p in measures 1 and 3. Holl places it on 
beat 3 in these measures, but on beat 2.5 in the parallel constructions that occur in measures 5, 6 
and 7, while Konrad places the marking consistently on beat 2.5. While there is some difference 
in the location of the piano marking in the sketch, it does not seem significant enough to relocate 
its effect by a half beat. Likewise, it is reasonable to assume that uniformity of dynamics would 
apply to the similar pitch and rhythm patterns of these five measures, as reflected in my 
transcription.182  
 Another discrepancy is found in the transcription of the oboe interjections of measures 2 
and 4. While the notation of these pitches is very obscure and the four notes indicated in each 
pattern seem only to be connected by a single beam, KonradA literally transcribes them as eighth 
notes. Mozart places them exactly above the quarter rest in the violin part, and as the insertion of 
a measure with irregular meter is untenable, realizing these pitches as eighth notes implies a 
distrust of this apparent alignment. Holl assumes the second beam and transcribes the pitches as 
sixteenth notes, as does Konrad in the Schaffensweise. Pitch agreement is also absent: KonradA 
notates both measures as A!5-F5-A!5-F5, where Holl and KonradB posit measure 2 to be A!5-F5-
G5-A!5. Holl leaves measure 4 without note heads, while KonradB repeats the pattern from 
measure 2 but encloses it in brackets to signal uncertainty. Holl’s more conservative rendering 
                                                
179 NMA, I/1/6, 108-9. 
180 NMA, X/30/3, 23, referred to as KonradA. 
181 Konrad, Mozarts Schaffensweise, 418, referred to as KonradB. 
182 Please see the transcription included in Appendix F: Mass Movement Fragments - Scores. 
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seems more appropriate to the clues in the autograph; therefore, specific oboe pitches are absent 
from my transcription of measure 4.  
 The final pitch of the instrumental introduction is also in question. Measure 8 consists of 
three pairs of falling sixteenth notes alternating with eighth rests. The first two pairs of pitches 
are E!5-B!4, C5-A!4. The last pair is F4-E!4 in Y and F4-D4 in Holl and KonradB. The next 
measure begins with unison E!3 in the choral Bass and continuo, so the choice of E!4 in KonradA 
seems redundant, while the D4, implying a diminished chord on the leading tone preceding the 
choral entrance on the tonic, is preferable.  
 Mozart’s correction to the continuo part in measure 14 is clearly a B!2, resulting in a 
dominant seventh tonality on beat 3. However, due to the ambiguous placement of the note head, 
Holl transcribes the deleted note as D3, while both renderings by Konrad use E!3. The E! would 
telegraph the return to tonic that coincides with the Alto entrance in measure 15, while the 
alternative D3 would contribute to a different voicing of the dominant seventh chord, making the 
revision from first inversion to root position logical.  
 Another ambiguity of placement contributes to the final discrepancy in the two 
transcriptions. In measure 17, the last eighth note of the continuo is notated in Holl as B!2 and 
consistently in Konrad as A!2. This measure marks the entrance of the Canto with a tonal answer 
of the fugal material, identical to that of the Tenor voice in measure 11, but it is necessary to 
examine the continuo from measure 15 in order to determine clues about the identity of the note 
in question in measure 17. Measure 15 marks the Alto entrance on the fugue subject and the 
continuo repeats the notes found in measure 9 at the parallel entrance in the Bass. Measure 16 
varies from measure 10, as the third of the dominant chord can be found in the Tenor on beat 3, 
allowing the continuo to leap upward an octave, reinforcing the root. This willingness to revoice 
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the continuo lends support to the argument for an A!2 on beat 3 in measure 17. The continuo is 
free to contribute the seventh to the dominant chord, enriching the harmony rather than doubling 
the root of the triad with the Alto. 
Observations 
 Konrad identifies this sketch as a Verlaufsskizze (continuity draft),183 which Mozart used 
to “solve the problems posed by a relatively short excerpt of musically striking structure 
(striking, that is, in terms of harmony, style and so on) by concentrating on the compositional 
task at hand.”184 This sketch, a fairly early composition compared to the majority examined for 
this study, nevertheless reveals some interesting characteristics. The material that comprises the 
introduction, while formulaic, is not directly related to the fugal material that follows. In this way 
it departs from other mass movements or fragments that either begin without an instrumental 
introduction or use those measures to introduce thematic material. The sketch also displays 
several examples of overt contrast, including the dynamics of the introduction and the motion 
and rhythm of the choral measures. There is a complete lack of text underlay in the choral voices 
and although the sketch is titled ‘Sanctus’ in Mozart’s hand, it is unclear how the text would fit 
the fugal patterns notated. In this sketch, Mozart reveals a primary inclination to repeat material 
exactly, while the revisions show an increase in complexity and variety in his choices. 
                                                
183 Konrad, Mozarts Schaffensweise, 135.  
184 Konrad, “Mozart’s Sketches,” 122. 
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Kyrie in G major, K. Anh. 16 
(K6 196a/Fr 1787a) 
 Kyrie in G major, K. Anh. 16 is a thirteen-measure fragment, composed in Vienna 
between 1787 and 1789. Scored on ten unlabeled staves, the work is intended for a CATB chorus 
and continuo. The five staves positioned above the choir indicate instrumentation of two violins, 
viola and two wind instruments. The double treble and double bass clefs could imply two oboes 
and two bassoons, each scored on a single staff; such instrumentation and notation are familiar in 
these mass movement fragments. The string parts are only sparsely notated in measures 5 
through 13, but the continuo and choral voices are more consistently scored. No key signature is 
indicated, although the harmonic structure of the fragment supports G major. The meter is C; an 
Adagio introduction shifts to Andante at measure 5. Abbé Maximilian Stadler provided a 
completion for this fragment and added notation to the string parts. These additions will not be 
considered and have been partially obscured on the facsimile copy provided.  
Formal characteristics 
 The movement begins with a four-measure homophonic choral statement of “Kyrie” with 
three-fold “eleison,” accompanied only by continuo. The choral voices are grouped rhythmically 
in shifting arrangements under a simple Canto-dominated melody that descends through a 
diatonic third to the tonic before leaping up a fourth for another descent to a cadence on the 
dominant. The continuo doubles the Bass in motor rhythm eighth notes, while the final half note 
of measure 4 is marked with a fermata in all notated voices and above the first violin staff. 
Daniel Beller-McKenna directs our attention to Bruce MacIntyre’s study of the late eighteenth 
century concerted mass, which indicates that although considered old-fashioned in the 1780s, 
this format was still used by composers. Beller-McKenna then asserts, “Mozart’s attempt to 
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write such a movement at this late date suggests an effort to master a dated but still practiced 
style.”185 
 The Andante opens with arpeggiated eighth notes in the continuo; the first violin enters in 
the second half of the measure with two motives punctuated by a quarter rest that form a ten-beat 
phrase (see Figure 3.11). The first motive is another stepwise descent to the tonic, increasing the 
compass to a fifth and contrasted by a joyous angular leap; the second motive is a smooth 
ascending scale on the dominant, but breaks off before the tonic is reiterated. This material is  
 
Figure 3.11   Violin I, measures 5-7 
treated as a fugue subject in the upper strings; the second violin responds on beat 3 of measure 7 
with a tonal answer in the dominant, creating a distance of 8 beats between entries. This distance 
is maintained, as the viola enters with a repetition of the subject in measure 9, followed by 
another tonal answer in the first violin in measure 11. Mozart does not develop the fugal material 
further than statements of subject and answer, leaving those measures to be worked out later and 
frequently truncating the second half of the theme. Stadler’s insertions to the fragment are 
located in these measures; the remainder of his compositional effort was focused on completing 
the movement. 
 The choral voices present the second subject in the double fugue, an eighth rest 
separating it from the ensuing countersubject (see Figure 3.12). The subject consists of a circular 
motive of long tones set to a single statement of “Kyrie” over eight beats. The countersubject is 
set to three ecstatic exclamations of “eleison,” which recall the Adagio introduction. More 
rhythmically active and boasting a sharper contour, the countersubject borrows the leap that 
                                                
185 Daniel Beller-McKenna, “Mozart’s Kyrie Fragments and Late 18th Century Viennese Church Style.” 
Mitteilungen der Internationalen Stiftung Mozarteum, (1991), 88. 
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closes the opening string motive and develops the Tenor material from measure 3 (see Figure 
3.13).  
 
Figure 3.12   Bass, measures 6-10 
 
Figure 3.13   Tenor, measures 3-4 
The Bass entrance on the downbeat of measure 6 marks the first statement of the subject. 
The Tenor answers in measure 8, creating a brilliant rhythmic dialogue between the two choral 
parts. The Alto follows in measure 10 and Canto in measure 12, but Mozart skillfully retains this 
rhythmic exchange among the voices, even as free polyphony in the Bass thickens the choral 
texture. Because the fragment breaks off after measure 13, the Alto is interrupted before 
sounding the third iteration of “eleison” and the Canto only has time to sing the subject. 
 The string fugue voices enter from high to low (violin 1 – violin 2 – viola), then progress 
not to the continuo, as might be expected, but back to the highest voice. The choral voices enter 
low to high (Bass – Tenor – Alto – Canto) at an interval of two beats after each of the string 
entries, creating contrast in range as well as in the content of the musical material. The similarity 
in register of the final pairing (violin 1 and Canto) is not readily apparent, due to the density of 
texture, and would be even less noticeable once the string parts had been filled out. 
 The continuo functions purely in its harmonic role, but its identity is independent from 
the material in both the string and the choral fugues. Its steady eighth note motion is 
compromised by descending sixteenth notes just as the fragment breaks off.  
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Examination of the autograph facsimile 
 The fragment appears on a single bifolium (1a, 4a) of paper with watermark 95;186 
Mozart’s handwriting appears only on the first leaf, while Stadler’s completion takes up the 
remaining paper. Several other pieces of church music appear on this paper type, including the 
Kyrie fragments K. Anh. 14 and Anh. 15 and the Gloria fragment K. Anh. 20. As well, Mozart 
used this paper type to copy the Kyrie in D, K. 91 (K6 186i) and two psalms (K. 93/K6 Anh. A22 
and K. 22/K6 Anh. A23) composed by Carl Georg Reutter.187 Ruled with twelve staves, Mozart 
had a supply of this paper on his return from Prague in December 1787. He bought another stock 
of this paper type in Vienna and used it predominantly in 1788, as well as another, smaller 
portion somewhat later.188 Generally, Tyson places the undated works composed on this paper 
type between December 1787 and February 1789.189 
 Mozart includes ten staves in a bracket drawn with a single stroke, leaving the uppermost 
and lowest staves on the page unenclosed. The first four measures are scored for chorus and 
continuo only. Fermatas assigned to the final note of measure 4 are placed above each of the 
choral staves, above and below the continuo staff, and above the parallel location in the first 
violin. The recto contains measures 1 through 6; the final two measures notated consist of the 
continuo introduction to the double fugue, the first half of the string subject and the first four 
beats of the choral subject. The remaining seven measures of the incomplete double fugue are 
found on the verso. 
 The continuous barlines that follow measures 3 and 4 are reflective of the voice pairing 
of Canto/Alto and Tenor/Bass in the musical material assigned to them. It is possible that Mozart 
                                                
186 NMA X/33/2, 44. 
187 Ibid, 44-45. 
188 Ibid, XXV. 
189 Alan Tyson, “Mozart Fragments in the Mozarteum, Salzburg: A Preliminary Study of Their Chronology and 
Their Significance,” Journal of the American Musicological Society 34, no. 3 (Autumn 1981), 481-83, 490-91. 
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drew all the barlines in advance of setting the notes down, since they are drawn in uniform light 
brown ink, while the musical material is in a darker brown. As well, the width of all thirteen 
measures is remarkably similar; the compressed placement of notes in beats 3 and 4 of measure 
11 support the hypothesis that the barline following was drawn before the pitches were notated. 
If this assumption is accurate, the discontinuity of the barlines between the wind staves in 
measures 11, 12 and 13 would seem to imply the division of the page into halves for the 
purposes of clarity in notating the double fugue, one subject being developed in the uppermost 
three staves, the other in the lower five. The discontinuous barline that bisects measures 9 and 10 
marks the entrance of the Alto voice and splits the viola subject; both these voices mark the third 
entrance in each fugue, effectively the half-way point of the fugal exposition. The barlines that 
follow are slightly narrower in width and somewhat less straight, but provide ample measures for 
the notation of the final entrance in the first violin and Canto. Since Mozart’s rendering of this 
fragment is only found on one leaf of the bifolium, it is possible that he intended to return to the 
composition of this Kyrie. 
Although left blank in the fragment, it is reasonable to expect that the instrumental parts 
would have eventually been fully scored in the first four measures, probably doubling the choral 
voices in some arrangement. Mozart indicated whole rests only in the choral parts at the 
beginning of the fugue; specifically in measures 5 and 6 and in the Tenor in measure 7. It can be 
assumed that whole rests were intended for the remaining measures that precede the Alto and 
Canto fugal entrances. It is impossible to determine the role Mozart envisioned for the winds 
during the double fugue, although it is unlikely that they would have functioned independently in 
the texture or they would have been at least partially notated. 
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 Mozart made a dozen revisions to this fragment. Most can be found in the double fugue 
in measures 6-12; however, three alterations to the choral introduction raise interesting questions 
(see Figure 3.14). The opening “Kyrie eleison” is set homorhythmically in the first measure, with 
a variation in the following two beats that groups Canto with Alto and Tenor with Bass. It 
appears that a quarter note was initially set to the last syllable in each part, but was changed to an 
eighth note in the Canto and Tenor. The lack of revision to the notes that follow suggests that the 
adjustment must have been made after the original note values were placed, but before the 
subsequent material was notated, indicating a block phrase-by-phrase approach to notation.  
 
Figure 3.14   CATB chorus, measures 1-4 
 This rhythmic change altered the voice pairings to Canto/Tenor and Alto/Bass to begin 
the next material, but the fourth measure resolves with a return to the original pairings. A quarter 
note is tied over the barline in the Canto to what appears to have originally been a quarter note, 
altered by the addition of a flag to an eighth note. A similar rhythm is found in the Tenor, 
without revision, which indicates a top-down notational order for at least these two parts. The 
Bass proceeds with a straightforward dotted pattern with an eighth note anacrusis for two 
additional iterations of “eleison.” Underlay is not indicated for the inner voices, but the rhythmic 
similarity between Canto and Tenor, combined with the slur and beaming connecting the final 
two beats, clarifies text choices for the Tenor. Less obvious is the intended underlay for the Alto. 
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While the rhythms in the first half of the measure resemble the Bass and the last half of the 
measure resemble the Canto, the two eighth notes set on beat 2 should be flagged in order to 
allow for separate syllabification. The final syllable of the first “eleison” is suggested for the first 
eighth note and the first syllable of the word’s repetition with the second, which would align 
with a similar rhythm in the Canto. Mozart is meticulous in placing beams and flags or 
encompassing rhythmic patterns with slurs to clarify underlay placement, particularly when text 
is only placed in outer voices. It is curious, then, that these eighth notes are beamed but none of 
the notes are slurred. It is possible that these two eighth notes were originally set down as quarter 
notes and revised to follow the Canto rhythm, but in that case, it would be more likely that the 
revision would have been made with flags instead of a beam. 
 In measure 6, Mozart seems to be working out the fugue theme in the first violin, 
specifically, the ascending leap on beat 3 that ends the first half of the subject (see Figure 3.15). 
The nature of the correction presents difficulties in determining the identity of the original notes, 
although all appear to belong to the A minor triad appropriate to the harmony outlined by the 
continuo. An eighth note is deleted and another appears to have been inserted to the left of the 
deleted note. A slur is also partially deleted and assists in deciphering the revision, but its 
ambiguous placement leaves room for a few possibilities. It is probable that the deleted notes 
 
Figure 3.15   Violin I, measures 5-6 
were E5-C6, if the inserted A5 also overwrites the E5. This possible pair forms the interval of an 
ascending minor sixth; the replacement pitches (C5-A5) form a major sixth. The following 
statements of the string fugue subject do not vary from this pattern or reveal further revisions, 
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indicating that Mozart worked through the problem in the first violin part prior to notating the 
subject in the other string parts. 
 A continuo figure is erased in measure 8 and overwritten with a dash that continues the D 
major harmony for the first half of the measure. The deleted figure (possibly a 3) was written 
below the second eighth note, a C3, and would consequently have altered the harmony rather 
than simply producing a re-voicing. The choral voices support D major here, indicating that the 
continuo was set down as a harmonic and rhythmic foundation for the double fugue and 
amended before the other voices; the regular spacing of its continuous eighth note pattern 
supports this assumption. 
 The first two beats in each of measure 11 and 12 in the continuo were originally 
descending eighth notes D3-C3-B2-A2, which is an exact repetition of the continuo pattern in 
measure 8. In measure 12, Mozart changes the final pitch in the pattern from A2 to F#2, while in 
measure 11 he makes the same change and incorporates an octave displacement on the first pitch, 
changing D3 to D2. Since the revisions to these beats retain the harmonic structure but provide 
more variety in voicing, it is likely that they were altered after the continuo part was completely 
notated. 
 Parallel revisions were made on the last beat in the Bass in measure 9, the Tenor in 
measure 11 and the Alto in measure 13; each of these marks the fourth measure of the fugue 
material (see Figure 3.16). Originally set as a quarter note, a flag was added to the stem and 
another eighth note inserted to the right to complete the measure. Since the spacing of this final 
beat suggests that each of these notes was similarly adjusted, it is possible that the notational 
order of these voices was bottom-up and reached through the end of this portion of the fugue, not 
progressing in the Tenor or Alto until after the correction was made.  
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Figure 3.16   CATB chorus, measures 9-13 
 Another rhythmic adjustment takes place in the Bass in the second half of measure 12 
(see Figure 3.16). This measure marks the first instance of a four-part texture in the choral fugue 
and Mozart appears to be working out how the Bass material will interact with the other voices. 
The final solution, a dotted quarter note G3 followed by an eighth note F#3 offers a simpler 
rhythmic alternative to the original notation of dotted eighth note G3, sixteenth note A3, quarter 
note B3, while also changing the direction of the line from ascending to descending. This change 
in contour allows the rising Tenor line in measures 12 and 13 to create contrast with the 
descending lines in the other choral parts. Mozart makes a similar choice in altering beat 4 of the 
following measure from a quarter note to two eighth notes in the Bass, mirroring the rhythm in 
the Alto and Tenor. In this way, he aligns the material rhythmically while retaining independence 
and preserving an uncluttered texture in all choral voices. 
Observations 
 Kyrie in G major, K. Anh. 16 is the only mass movement fragment that incorporates the 
complex counterpoint of a double fugue. It is also an example of the most independent 
instrumental writing in these late fragments, in what Beller-McKenna considers “a progressive 
use of orchestration.”190 While it is understood that the Adagio choral introduction and the use of 
fugal counterpoint evokes an earlier style of mass composition, it is also some of the most unique 
writing in these choral experiments. The themes of the string and choral fugues, while similar in 
                                                
190 Beller-McKenna, “Mozart’s Kyrie Fragments,” 91. 
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structure, share only a tenuous connection of melodic material. However, in both fugues, the 
pitch sounded at the point of entry for each voice meets the same pitch in the voice immediately 
preceding it, without altering the fugue theme to accomplish this. While neither fugue is fully 
worked out in this fragment, there is potential for more sophisticated contrapuntal composition 
than is found in the Salzburg masses. This fragment also offers a rare example of Mozart 
establishing the layout of the music before setting down the notes, through the regular width of 
the measures, the preponderance of continuous barlines, and the consistently lighter brown ink 
color. 
 
Kyrie in D major, K. Anh. 14 
(K6 422a/Fr 1787c) 
 Kyrie in D major, K. Anh. 14 is an eleven-measure fragment, composed in Vienna 
sometime between 1787 and 1789. Scored for six unlabeled instruments, SATB choir and 
continuo, cleffing and layout indicate the probability of two violins, viola and three wind 
instruments. While Mozart labeled only the choral and continuo parts, Maximilian Stadler 
labeled staves 1-6 in this order: Violin I, Violin II, Viola, Oboe I, Oboe II, Bassoon. Cleffing and 
non-transposing key signatures support these wind assignments, although ten of the eleven 
measures remain empty for these instruments. Of the mass movements examined in this 
document, all but one employ oboe, and of these, all except the Sanctus sketch are also scored 
for bassoon. Two sharps are indicated in the key signature and the meter is C, although no tempo 
marking is designated. 
Formal characteristics 
 The opening six measures form a choral-instrumental dialogue, as two-measure phrases 
in the voices are cajoled by single-measure answers in the strings. The movement begins with a 
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homophonic choral statement of “Kyrie eleison;” Alto, Tenor and Bass are homorhythmic in 
quarter and half notes, while the Soprano makes some limited use of eighth notes for 
arpeggiation and suspension. Rising in a tonic triad, the melody descends stepwise to the mediant 
as all voices sing sotto voce, accompanied by a gentle quarter note pulse in the continuo. 
 Dovetailing with the first choral phrase, contrasting linking material is introduced piano 
by the strings in measure 3 (see Figure 3.17). The first violin takes up the mediant from the 
Soprano and presents a two-beat arched motive of eighth and sixteenth notes. Pitched a step 
lower and varied in the second half of the measure, it descends again to meet the second choral 
entrance at the tonic. The second violin supports the harmony in half and quarter notes, while the 
continuo sounds punctuated eighth notes below. 
 
Figure 3.17   Violin I, Violin II and Continuo, measures 3-4 
 The second choral statement is essentially a repetition of the first, although the Soprano 
line is embellished, leaping an octave to descend through an ornamented cadential figure to 
return to the mediant, while the continuo doubles its motor rhythm on the tonic. The string 
linking material appears again in measure 6; the violins repeat their motives, displaced to a 
higher octave as the viola takes on the punctuated continuo role. 
 The next four measures form a choral double canon derived from the linking material in 
the violins (see Figure 3.18). Tenor, Bass and continuo enter in measure 7; the Bass sings a 
variation on the first two beats of the first violin material, continuing in a descending diatonic 
sequence to the dominant. The Tenor enters on beat 2 with a variation of the second violin 
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material, before quickening its pace in free counterpoint with material derived from the first 
violin. The continuo consistently doubles the Bass, with a second voice reinforcing the first two 
notes of the Tenor before breaking off. At a four-beat interval, the Alto enters in canon at the 
octave with the Bass, the Soprano in canon at the octave with the Tenor. In measure 9, the 
integrity of the contrary motion counterpoint dissolves, as the voices, paired high and low, move 
in parallel motion.  In a last burst of independence, the Tenor speeds an ascent as the other voices 
move downward to the cadence point. These four choral measures are underlaid in all voices 
with a third statement of “Kyrie eleison,” although the Alto repeats “eleison” and the Bass sings 
two more repetitions of the plea. The canon effects a transition to the dominant, with first violin 
strengthening the Soprano on an urgent eighth-note motor rhythm, as the winds make their first 
entrance with a restatement of the linking material just as the fragment breaks off. The canon is 
marked forte in all voices and continuo, presenting dynamic contrast with the earlier dialogue. 
 
Figure 3.18   CATB chorus and Continuo, measures 7-11 
Ky ri- e- e le- i- son.-
Ky ri- e- e lei- son- e le- i- son.-
Ky ri- e- e le- i- - - son.-
Ky ri- e- e le- i- son, e le- i- son,- e le- i- son.-
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Examination of the autograph facsimile 
 The fragment appears on both sides of a single leaf (3a) of paper with watermark 95.191 
Mozart used this paper type in three other mass movement fragments of original composition and 
in copies of three of Reutter’s liturgical works.192 Mozart places the first seven measures on the 
recto, the remaining four measures on half of the verso. The bracket in the left margin of the 
recto is drawn in a single stroke, connecting eleven staves and leaving the lowermost staff 
unenclosed. Mozart labeled staves 7 through 11, using Soprano, Alto, Tenor, Bass and a shared 
continuo staff marked Organo e Bassi. The bracket on the verso is discontinuous, with a break 
between the eighth (Alto) and ninth (Tenor) staves. The upper half of the bracket seems to be 
composed of at least five strokes plus the hook; the bottom half of the bracket is drawn in one 
stroke.  
 The barlines following the first measure, while all discontinuous, are not all aligned 
vertically. The choral and continuo measures are spaced gradually wider on the lower staves, 
with the continuo barline placed the farthest to the right. This pattern of angled barlines in these 
voices continues, although the width of the measures remains reasonably constant. The origin of 
this pattern can be found in the first measure of the continuo, which contains four quarter notes 
spaced equally and given more width than the choral measures above. It appears that this 
measure was notated top-down, with the Soprano and its following barline placed first. 
Placement of the barline after measure 3 is also dependent on the spacing of the material in the 
continuo; however, the linking material in the first violin does not align with the continuo. 
Assuming that Mozart would have aligned these voices if he had notated the entire texture low to 
high, we can surmise that the first three measures were set down from high to low in choral and 
                                                
191 NMA X/33/2, 44. 
192 Ibid, 44-45. 
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continuo parts through the downbeat, followed by strings in top-down order before the remaining 
beats were notated in the continuo, with the downbeat shortened to support the strings with 
pulsing eighth notes.  
The barlines are continuous for the violins following each of the string interjections, 
reflecting their collective role in the texture. The lower three choral voices have a unified 
rhythmic character, but when Mozart does connect choral barlines, he includes only the Tenor, 
Bass and continuo; however, the two barlines notated in the middle of the canon (following 
measures 8 and 9) are continuous for all four voice parts. 
Alignment is maintained in the canon between the voice parts that share a rhythmic 
identity: that is, Bass/continuo in measures 7 and 9, Alto/Bass/continuo and Soprano/Tenor in 
measure 8, and Soprano/Alto in measures 9 through 11. The final barline is continuous for all 
active voices; rests in the choral and continuo parts are more accurately aligned with the second 
oboe and bassoon than with the material in the first oboe. 
 Whole rests are notated in the Soprano and Alto voices in measure 7, as would be 
expected at the beginning of the canon. The whole rests placed in the violin parts in measure 5, 
during the second choral statement and between the two string interjections of linking material, 
are more significant. The first two measures in the strings are blank, leaving a question as to 
which instruments would join the continuo in accompanying the first choral statement; 
presumably rests would have been placed here as well if the choral voices were intended to 
remain unaccompanied in the opening measures. As measures 1 through 10 are completely blank 
in the wind staves, it is possible that these voices were intended to play an active role prior to 
sounding the linking material in measure 11. 
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 Mozart made a dozen revisions to the autograph, equally divided between instruments 
and voices. The shortening of the continuo downbeat in measure 3 is cited above (see Figure 
3.19). The wider angle of the flag and sharp point of connection to the beam differentiate it from 
the other eighth notes in the measure, which appear to have been drawn in a single stroke. 
 
Figure 3.19   Continuo, measures 1-3 
Another revision occurs in measure 4 in the Tenor (see Figure 3.20), where a tied eighth note on 
beat 4 has been erased and overwritten with a second dot, and a slur connects the newly double-
dotted half note to the two sixteenth notes that follow. While this change doesn’t affect the 
rhythm of the measure, it was probably intended to clarify the text placement, as underlay only 
appears in the Soprano and Bass voices. It is possible that in the original version of the measure, 
the second syllable of “Kyrie” was meant to underlay the eighth note and two sixteenth notes on 
beat 4. Adding the tie would displace the syllable to the second half of the beat; replacing the 
tied eighth note with a dot would make this intention clearer. This placement would vary slightly 
from the text placement in the other choral parts, providing rhythmic variety while preserving 
intelligibility through the utilization of a common technique. The puzzling notation is the 
addition of the slur that connects all the material in measure 4. Mozart frequently uses slurs to 
 
Figure 3.20   CATB chorus, measures 4-6 
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assist in clarifying the duration of extended syllables, but if the slur is intended to indicate a 
sustained initial syllable, this would necessitate the elision of the remaining two syllables on the 
first beat of the following measure, which is excessively awkward. But any other solution would 
prevent the Tenor from following the underlay pattern defined by Soprano and Bass in measure 
5. In this instance, Mozart’s notation of a slur renders the underlay placement remarkably less 
clear. 
 Three revisions were made to the second iteration of the linking material in measure 6 
(see Figure 3.21). An eighth note A5 is erased in the first violin on beat 3 and is replaced with E5, 
which maintains the pattern of notes established in measure 3, while continuing the octave 
displacement established in measure 6. A tenor clef was drawn and erased in the viola part; the 
pitches are notated in the alto clef that was established in measure 1. It is possible that Mozart 
considered voicing these pitches an octave lower, but this would not have preserved the octave 
displacement as established in the violins and would also have necessitated the insertion of a 
bass clef for the final pitch, or a change in the pattern. It is more likely that he did not intend to 
change the octave placement and realized after the tenor clef had been set down that it was 
unnecessary.  
 
Figure 3.21   Violin I, Violin II and Viola, measures 6-7 
Finally, the material on beats 2 through 4 in the continuo has been erased and replaced with rests 
(see Figure 3.22). It appears that Mozart notated the linking material from the continuo in 
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measure 3 before deciding to reassign it to the viola. This action obviously preceded the 
placement of the notes in the viola, as it is unlikely that he would have doubled this material, 
which only serves to support the harmonic rhythm. These notes were probably placed on the 
page before he made the decision to vary the linking material by displacing the violins an octave 
higher, thus indicating a bottom-up notational order. In fact, it seems that Mozart initially 
considered an exact repetition of the linking material from the earlier measures, demonstrating a 
tendency we have seen in other fragments. 
 
Figure 3.22   Continuo, measure 6 
 Seven revisions were made to the canonic material; the majority is related to the underlay 
(see Figure 3.23). An exception is found in measure 9, where the second eighth note on beat 2 in 
the continuo, an E3, was erased and overwritten with a C#3. The initial choice follows the two-
beat sequence set up in the continuo in measure 7, where the eighth notes on even beats are 
identical and descend stepwise from B3 to the E3 in measure 9. Mozart chooses to break the 
pattern here, replacing the previously repeated pitch with a C# and effecting a descending 
arpeggiation of the new tonic chord of A major. This is also the point at which the integrity of 
 
Figure 3.23   CATB chorus and Continuo, measures 7-11 
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the canon dissolves in the other voice parts, so it is appropriate that this change would take place 
here. The supposition that the canon was composed from the bottom up is supported here by the 
fact that the Bass doubles the continuo and no corrections have been made to that voice in 
measure 9. 
 Underlay appears beneath every choral voice in measures 7 through 11, necessitated by 
the canonic texture. Several revisions were made to the syllabification, specifically to the 
placement of the third syllable of “e-le-i-son,” typically sung as a liaison with the preceding 
syllable. Indeed, each of these alterations is made to delay the placement of this syllable. In 
measure 9 in the Bass, the syllable is deleted from the second half of beat 1 and relocated to the 
second half of beat 4, significantly lengthening the second syllable and eliminating the 
awkwardness of sustaining the weak third syllable or of ending the word prematurely. In the 
Tenor, the syllable was deleted from the second half of beat 2 and placed in measure 10 on the 
second half of beat 4, effecting a similar lengthening of the second syllable. This instance is 
more pronounced, however, in that it required a change in the rhythm notated in measure 10. A 
half note on beat 3 was filled in to make a dotted quarter note, and an eighth note was inserted 
very close to the barline that ended the measure. It is probable that the notes of the canon were 
set down prior to the underlay, necessitating this rhythmic alteration when the decision was made 
to delay the third syllable. Measure 10 is also the site of two similar adjustments to the 
syllabification. In the Soprano, the syllable is removed from its liaison on beat 1 and placed on 
beat 4. In the Bass, it is detached from the intended liaison on beat 3 and placed on beat 4, again 
avoiding an elongation of the weak syllable. Thus, the underlay of this syllable in the Soprano, 
Alto and Bass voices align, followed at the half beat by the Tenor. The choice to delay the Tenor 
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placement is an example of Mozart’s subtle variety of texture, similar to the possible explanation 
of the underlay in the same voice in measure 4.  
Observations 
This fragment, while brief, provides several instances of support for shifting notational 
order within a single musical example, and the probability that the nature of the musical material 
to be set down affected the amount and the order in which it was placed on the page. With one 
notable exception, revisions to this fragment demonstrate Mozart’s careful attention to text stress 
and syllabification, as well as precision in placing the underlay. The flexibility in adjusting the 
rhythm and texture of the musical material in the canon in order to accommodate the underlay 
exhibits not only Mozart’s sensitivity to text setting, but also his nimble approach to texture and 
a preference for variety over homogeneity in revision. 
 
Kyrie in C major, K. Anh. 13 
(K6 258a/Fr 1787b) 
The Kyrie in C major, K. Anh 13 is a 9-measure fragment composed in Vienna between 
1787 and 1791. The instrumentation, labeled in Mozart’s hand, includes two violins, two clarini 
trumpets, timpani, CATB choir and separate continuo staves for organ and bassi. Although 
labeled, the staves for clarini and timpani remain empty; the second violin part is only sparsely 
scored. The meter is 3/4, but no tempo indication is provided. 
Formal characteristics 
The movement opens with an immediate choral entrance accompanied by the first violin 
and continuo. The choral material is a homophonic, syllabic setting of “Kyrie eleison,” 
encompassing three complete measures with a quarter note cadence point on the downbeat of 
measure 4. The voices move homorhythmically in a graceful alternating pattern of half notes and 
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quarter notes. The melody is placed in the middle range of the Canto, moving angularly through 
the tonic triad before falling stepwise to cadence on the mediant, doubled by an eighth note 
motor rhythm in the violin and accompanied by a similar but static motor rhythm in the continuo. 
Two measures of linking material follow (see Figure 3.24), revealing the first appearance of the 
organ solo, which begins on the second half of beat 1 in a subtle dovetailing with the choral 
cadence. Both lines are notated in treble clef in measure 4, pitched no lower than G3. The upper 
voice sounds three descending sequential iterations of a four-note diatonic sigh motive, while the 
lower voice moves in contrary motion, establishing a foundation of ascending eighth note diads 
in thirds. Their trajectories reach an accord at the barline, as the lower pitch of the treble’s eighth 
note diads continues its scalar descent, while the upper note reaches back to the heights of the 
previous measure to fall again in syncopation with eighth notes in the bass, doubled by the bassi. 
The treble organ diads are doubled in the violins in thirds, but sound homorhythmically with the 
bass line. The cadence of this material elides with the second choral entrance on the downbeat of 
measure 6. 
 
Figure 3.24   Violin I, Violin II, Organ and Continuo Bass, measures 4-5 
A choral phrase parallel to the first follows, modulating to the dominant with a cadence 
point on the downbeat of measure 9. The first violin again doubles the Canto in eighth note 
motor rhythm, but the first two measures of this melody move in an opposite contour from the 
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material in measures 1 and 2. The roles of the inner choral voices are also slightly altered. In the 
first choral phrase, the Canto and Alto sound a stepwise descent in thirds, moving in contrary 
motion with the Tenor voice, which joins the Alto in unison at the cadence point. In measures 8 
and 9, the Canto and Tenor are paired in a stepwise descent at the interval of a tenth and in 
contrary motion with the Alto, while Alto and Tenor cadence at the octave. The continuo 
resumes its eighth note motor rhythm at the second choral entrance and is joined in the last half 
of the phrase by the second violin, supporting the harmonic rhythm in double stops. The 
movement breaks off after a repeat of the organ solo material from measure 4, transposed to the 
dominant. 
Examination of the autograph facsimile 
 The fragment appears on a single leaf (2b) of paper with watermark 91 and is the only 
mass movement fragment found on this paper type.193 Ruled with twelve staves, this stock of 
paper varies in rastrology in terms of Total Span.194 This Kyrie fragment is found in the group 
which was first used in Vienna in 1787 and then again between 1788 and 1791.195 
 The instrumentation and voice parts are labeled in the left margin in Mozart’s hand; the 
bracket appears to have been drawn before the instruments were labeled, as the line is slightly 
erased where the label ‘Violin’ appears between staves 1 and 2. It is also possible that scoring the 
organ separately from the bassi was an afterthought, as the bracket appears to be extended to 
include an additional staff, a separate bracket is added above the organ staves, and barlines 
following the first three measures of the continuo bass staff are not connected to the staves 
above. 
                                                
193 NMA X/33/2, 43. 
194 Total Span (TS) is the vertical distance from the top line of the top staff to the bottom line of the bottom staff. 
195 Ibid, XXIV. 
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While Mozart typically scored the choral voices first, clues regarding notational order can 
be found by examining the continuity of these barlines. The barlines that follow measures 1-4 in 
the Canto voice are disconnected from the instrumental staves above and the choral staves 
below; however, the same barlines are continuous through the remaining choral and organ 
staves. The implication is that the material in the Canto voice was composed first and determined 
the spacing for the barlines, which is logical if the homorhythmic nature of the choral parts was 
planned. The barlines following measures 6-8 in the second choral statement are continuous for 
the upper three voices, while those in the Bass are not connected to the voices above or the organ 
staves below, suggesting bottom-up notational order, which was probably prompted by the 
harmonic shift to the dominant. 
The organ solo material notated in measures 4 and 5 is followed by continuous barlines 
connecting the two staves of the organ with the continuo bass staff. The location of the quarter 
rests in the choral and continuo bass parts in measure 4 suggest that the organ material was 
notated prior to their placement. Discontinuous barlines mark the ends of measures 4 and 5 in the 
voice parts, reasonably aligned above the organ and continuo line. Similar spacing occurs in 
measure 9, although as this measure falls at the end of the sheet, the organ material is less 
generously spaced. The barline ending the page is continuous from top to bottom, drawn in two 
strokes, overlapped at the treble staff of the organ. Musical material for the organ in measures 6-
8 is notated on a single staff as a continuo part and barlines are continuous for the lowermost 
three staves. 
The four instrumental staves at the top of the manuscript are each barred discontinuously 
and are all aligned slightly to the left of the choral staves. It is probable that the first violin was 
scored in measures 1-4 after the choral and continuo material was set down, and in both violins 
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in measure 5 after the organ and continuo material was notated. A similar order can be imagined 
for measures 6-9, although vertical alignment in the strings indicates that the entire phrase was 
notated in the first violin before the second violin was scored. The first violin doubles the Canto 
notes, the second violin upper notes double the Alto and the lower notes form a retrograde of the 
Tenor pitches in these measures. It is possible that Mozart desired to differentiate the second 
statement by thickening the violin texture, although the second violin remains unscored in the 
parallel measures of the first phrase. 
Mozart conscientiously inserted whole rests in the organ treble staff in measures 1-3 and 
in the choral parts in measure 5. The lack of similar rests in the second violin in measures 1-4, 6 
and the first two beats of measure 7 may indicate that he intended to score these measures later. 
Likewise, material was probably planned for the clarini and timpani in these opening measures. 
However, the absence of rests in the upper staff of the organ in the tutti measures 6-8 seems to be 
an oversight, as whole rests are notated in the parallel measures in the first phrase and figures are 
scored in the organ part above the bass staff.  
 Mozart made seven alterations in the composition of this nine-measure fragment; each is 
located in measures 6-9 (see Figure 3.25) and several indicate a preference for retention of 
simpler structures. The Canto half note that begins the second choral statement in measure 6 
seems to have a partially erased stem on the left side of the open note head. If he considered 
placing this C5 as a quarter note and possibly adding a passing tone on beat 2, Mozart chose 
instead to continue the rhythmic pattern established in the first choral phrase. A closed note head 
is deleted above the first violin staff on beat 1 of measure 7 (see Figure 3.26). Possibly intended 
to be an A5, functioning as the fifth of the D7 chord that occurs on this beat in the choral parts, it 
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would have continued the ascending arpeggiation of measure 6. Instead, it is replaced with an 
F#4, preserving the doubling of the Canto voice. 
 
Figure 3.25   CATB chorus, measures 6-9 
 
Figure 3.26   Violin I, measures 6-9 
 Three additional revisions found in the choral parts deal with clearer voicing of chordal 
structures. In measure 8, a quarter note is overwritten to a half note in the Bass. Since the half 
note/quarter note rhythmic pattern has been established in the choral parts, this may have been 
inadvertent, or possibly a considered variation that was amended immediately. An open note 
head G2 is erased from measure 9 in the Bass and a quarter rest is placed above it. Removing this 
note allows the organ solo to repeat in its parallel position from measure 4. It is possible that 
Mozart considered the addition of another “eleison” or a complete “Kyrie eleison” statement 
immediately following the second choral phrase, rejecting those options in favor of a return of 
the organ solo motive. This erasure occurs only in the Bass, supporting a bottom-up notational 
order.  
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Observations 
This fragment is notable not merely for its simplicity, but also for its conciseness. That 
revisions or aborted explorations of possibility occur only in the second choral statement shows a 
consideration of variety and a choice to favor subtlety of invention. An examination of the 
autograph yields a probable notational order. It may be argued that the work was set down in 
three units: phrase one (measures 1 through the downbeat of measure 4), linking material 
(measures 4 and 5) and finally, phrase two (measures 6-9). The evidence of barlines and 
alignment indicate that in phrase one, the choral and continuo parts were set first in a top-down 
order, with the first violin notated last. The linking material was likely scored in the organ first, 
followed by the continuo, the violins in measure 5 and finally, the rests placed in the voice parts 
and first violin. The choral parts of phrase two probably followed, with the Bass placed first to 
direct the modulation to the dominant followed by organ and continuo. The revision in measure 6 
in the Canto may indicate that the choral voices were then notated in a top-down fashion, 
followed by first violin and second violin. Observable clues to notational order in other 
fragments support this block approach to predominantly homophonic textures, with rhythmic, 
melodic and harmonic identity of the individual parts determining vertical order. 
 
Gloria in C major, K. Anh. 20 
(K6 323a/Fr 1787c) 
 Gloria in C major, K. Anh. 20 is a twenty-six measure fragment, composed in Vienna no 
earlier than 1787. Notated on twelve unlabeled staves, the work is scored for CATB choir, 
continuo and upper strings. The four staves between strings and chorus are cleffed double treble, 
bass, double treble, bass, with possible instrumentation oboes, bassoon, trumpets and timpani, 
although all measures on these staves remain blank. The choral and continuo parts are scored 
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throughout, three phrases are scored for first violin, and only the first measure is notated for the 
second violin and viola. The meter is 3/4 and no tempo marking is indicated. 
Formal characteristics 
 The movement begins with a four-measure choral homophonic statement of “Gloria in 
excelsis Deo,” with the cadence point on the downbeat of measure 5. The melody is in the Canto, 
but the voices are generally paired Canto/Alto and Tenor/Bass and sing in leaping arpeggiated 
lines resembling a trumpet fanfare. Of the accompanying instruments, only the first violin and 
continuo are scored throughout the entire phrase. All strings provide an eighth note motor 
rhythm; the continuo generally doubles the Bass, the first violin exactly doubles the Canto, and 
the incomplete material in the first measure indicates a plan for the second violin and viola to 
double the Alto and Tenor parts, respectively.  
 The first violin material in measure 5 anticipates the next Canto pitch and links to the 
subsequent 10-measure choral phrase, which can be divided into three asymmetrical groupings 
of 3 measures, 5 measures and 2 measures. The first subsection maintains a Canto/Alto and 
Tenor/Bass voice pairing, beginning with a Canto/Alto entrance in measure 6 imitated by 
Tenor/Bass in measure 7, with a simultaneous cadence on the first beat of measure 9. The 
continuo illustrates the harmonic rhythm by sounding only a quarter note on beat 1 of each 
measure and doubling the voices in an ascending tetrachord.  
 The second subsection consists of four choral measures and one measure of continuo 
linking material. The Tenor enters first in measure 9, echoed by the Canto and joined by the Alto 
and Bass on the downbeat of the next measure. The text in this section does not enjoy similar 
placement in all voices until the cadence. Voice groupings shift in these measures, but eventually 
pair Canto/Alto and Tenor/Bass in smooth contrary motion with Alto and Tenor contributing a 
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unison to the close position triad at the cadence. The continuo maintains its quarter note pulse, 
sounding another ascending tetrachord to end on the dominant, where a sixteenth note scalar 
pattern links to the final, shortest subsection of the phrase.  
 The choral voices shift to enter together with a widely spaced tonic chord, singing a 
homorhythmic “bonae voluntatis” to end the phrase. The motion of the lines indicates a 
Canto/Bass and Alto/Tenor pairing, while the continuo returns to an eighth-note motor rhythm, 
doubling the Bass. 
 A seven-measure melody in the first violin (see Figure 3.27) elides with the choral 
cadence in measure 16 and introduces material that is reiterated in the final choral phrase in 
measure 23. The violin sounds a sequence of a two-measure motive, composed of an eighth-note 
line that descends through a fifth and concludes with a circular sixteenth-note flourish. The first 
leg of the sequence outlines the dominant, the second outlines the tonic; both are marked piano 
and accompanied by the continuo senza Organo in a gradually descending scalar pattern of 
motor eighth notes. The final iteration again delineates the dominant, this time forte, with 
motivic elaboration at the cadence supported by the full continuo complement.  
 
Figure 3.27   Violin I, measures 16-23 
This musical material is simplified and repeated forte in the Canto with harmonic support 
in the other choral voices. The continuo, tutti, preserves the eighth-note motor rhythm, doubling 
the choral bass in another descending scalar pattern. The text is “Laudamus te, benedicimus te,” 
with each “te” set to a dotted half note in all choral parts, while the first violin interjects an 
ascending scalar, then descending arpeggiated sixteenth-note pattern, first on the dominant and 
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then on the tonic. The autograph breaks off at the third iteration of the pattern, where it would 
certainly have been modified on “Adoramus te, Glorificamus te.” 
Examination of the autograph facsimile 
 The fragment appears on one bifolium (1b, 4b) of paper with watermark 95,196 which is 
frequently used in this cohort of fragments and locates a probable composition date between 
December 1787 and February 1789.197 Mozart uses the recto and verso of the first leaf in the 
bifolium, but only the recto of the second leaf. Maximilian Stadler did not attempt a completion 
of this movement, so excluding descriptive notations at the top of the first leaf, the markings are 
all in Mozart’s hand. Each bracket that begins a new system encloses all twelve staves in a single 
stroke. Measures 1 through 12 are found on 1 recto, 13 through 23 on 1 verso and 24 through 26 
on 2 recto. No additional musical material appears on this leaf after the fragment breaks off. 
None of the staves are labeled, although the choral and continuo parts are marked Tutti over the 
first measure. 
 In homophonic choral textures, Mozart only places the text beneath the Bass and Canto 
voices. Because he tends to group the voices rhythmically and texturally Canto-Alto and Bass-
Tenor, such an economical approach to the notation in this fragment is logical. However, a single 
exception is found in the middle subsection of the second choral phrase, where the texture 
becomes more complex and text alignment between voices ceases, necessitating the addition of 
underlay to the inner voices as well.  
 There seems to be a relationship between barline continuity and phrase material in this 
fragment. The first partially continuous barline appears at the cadence point of the first choral 
phrase, connecting the four lowermost staves with only a slight separation between the Alto and 
                                                
196 NMA X/33/2, 44. 
197 Tyson, “Mozart Fragments in the Mozarteum,” 481-83, 490-91. 
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Tenor. The following barline, marking the end of the phrase, is nearly continuous for all staves, 
connecting the viola, woodwinds, choral and continuo staves in three overlapping strokes. The 
next seven measures complete the recto side of the first leaf, breaking off at the cadence point for 
the second subsection of the choral phrase. The choral barlines are primarily discontinuous, 
except for the penultimate barline, where again Alto, Tenor, Bass and contino are connected. The 
barline following the final measure is also continuous for all choral staves and continuo, with 
another continuous barline connecting the strings and winds. Perhaps more noteworthy is the 
continuous barline that connects the wind staves between measures 9 and 10, located at the seam 
between the first two subsections of the choral phrase. It is possible that the two instances of 
continuous barlines through the wind staves functioned as a form of shorthand for later notation 
of these parts. 
 On the verso, the choral barlines are continuous between each bar of the final three-
measure subsection. The choral parts are generally homorhythmic and there are no spacing 
problems, so it is difficult to glean clues to notational order from these lines. The first three of 
the seven barlines that bisect the first violin linking material connect the first and second violin 
staves. It is possible that Mozart considered notating the second violin material here or is again 
using shorthand for later elaboration. The final three barlines on this leaf connect the staves in 
continuous lines with two interruptions - between the fourth and fifth (first and second wind) 
staves and between the eighth and ninth (Canto and Alto). In this way, Mozart divides the page 
vertically in thirds, although these strokes do not appear to be related to the musical material 
notated. The final choral phrase extends to the second leaf recto, where the barlines are 
continuous through the choral staves. 
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 When instrumental staves are unscored, they remain completely blank. Choral staves are 
provided whole rests in measures 17 through 22, leaving no doubt that the transitional material in 
these measures would be entirely instrumental. Scored only in the first violin and continuo, it is 
impossible to determine whether Mozart intended these measures to involve simply a string 
texture or to also include winds. 
 Mozart made only five revisions to this fragment, divided between the Canto and 
continuo parts. The Canto alterations occur in measures 9 and 12, both found on 1 recto (see 
Figure 3.28). The few choral barlines that are continuous on this leaf do not include the Canto 
staff, probably indicating a top-down notational order, which is supported by the second revision 
in the Canto. The first note in measure 12 is a closed notehead D4 overwritten to a half note E4 
tied to an eighth note for the second syllable of “hominibus.” The other choral parts mimic this 
rhythm without correction and spell an F7 chord in accordance with the Canto pitch revision, 
indicating a top-down approach. The change in rhythm allows the cadence point to occur on beat 
one of measure 13, following the pattern set up in measure 5 and continued later in measure 16. 
 
Figure 3.28   CATB chorus and Continuo, measures 9-12 
 The quarter rest originally notated on beat 3 of measure 9 in the Canto is overwritten with 
a quarter note C4, coupled with the word “in” of “in terra pax hominibus.” The Tenor enters on 
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beat 2 with a sustained C4 on “in” while Alto and Bass rest through the remainder of the 
measure. The change in the Canto disconnects it rhythmically from the Alto and Bass and 
connects it with the Tenor in terms of pitch, underlay, and variety of texture. While it is possible 
that this revision could have occurred with a bottom-up notational order, the voices are paired 
Canto-Alto and Tenor-Bass here. Since the upper voices begin the phrase in measure 6 and the 
lower voices in measure 7, it is more likely that they were notated in these pairs or in an overall 
top-down order.  
 Two revisions appear on the verso of the first leaf, where texture plays a role in the 
continuo markings in measure 16. Mozart deletes “Solo” that follows the instruction “senza 
organo” for measures 16 through 19, indicating only the violoncelli to play the bass line, marked 
piano. These four measures support the first two iterations of the motivic linking material played 
by the first violin, also piano. The organ ‘Solo’ indication appears in measure 20 and 
corresponds to the following four measures, which are marked forte in the first violin and 
continuo and for all bassi.  
 The last continuo revision falls in measure 23, at the commencement of the final, four-
measure choral phrase. Scored as a repeated eighth note pattern, the adjustment is effected in the 
octave designation. The original notation indicated the first eighth note to be C3, with the 
remainder of the measure played up an octave at C4, which mimics the scoring for celli in 
measure 16. The revision positions all the eighth notes at C3, similar to the continuo in measure 
1. Since the choral Bass is scored as three quarter notes on C3 (“Laudamus”), it seems logical to 
maintain the lower octave in the continuo, which was probably notated prior to the choral Bass. 
While no additional evidence is apparent in the other choral parts to support a bottom-up 
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notational order, the Canto material is a simplified restatement of the violin melody from the 
previous phrase, which would not require a top-down order. 
Observations 
 The musical material of the Gloria, K. Anh. 20 is not appreciably unique compared with 
the other mass movement fragments. While the instrumental accompanying parts are scarcely 
notated, the string parts seem intended to play familiar roles: doubling voice parts in the 
homophonic opening phrase, providing linking material between phrases while simultaneously 
introducing new melodic material that will be repeated, ritornello-like, by the chorus.  
 Barline placement and continuity provide scant clues to notational order. Continuous 
barlines seem to mark the endings of phrases or subsections of phrases, and un-notated 
instrumental staves are eventually grouped together with long continuous barlines, apparently for 
convenience. Although this fragment is constructed of twenty-six measures, there appear only 
five identifiable revisions rendered by Mozart, most of which favor a top-down notational order. 
 Several of the fragments share the paper type associated with K. Anh. 20, although Kyrie 
Anh. 15 also shares a common key and seemingly the same instrumentation, indicating the 
possibility of a compositional relationship. The tutti notation over the choral parts at the 
beginning of the Gloria implies the presence of solo voices in the larger work; however, Anh. 15 
is scored for choral voices only. It remains a possibility that the tutti marking was intended to 
differentiate from as yet un-notated portions of the Gloria, which Mozart may have sketched 
with solo voices. 
 152 
Kyrie in C major, K. Anh. 15 
(K. 323/Fr 1790a) 
 Kyrie in C major, K. Anh. 15 is a 37-measure fragment, composed in Vienna in 1790 or 
1791. The movement is scored for ten instruments on seven unlabeled staves, CATB choir and 
continuo. Maximilian Stadler later added tenable labels for staves 1-7 in this order: violins, viola, 
oboes, bassoons, clarino trumpets in C and timpani, which also match the inferred 
instrumentation for the unlabeled, incomplete Gloria in C major, K. Anh. 20. The meter, in 
Mozart’s hand, is C; however, the tempo indication, Allegro moderato, was provided by Stadler. 
The movement, as completed at 53 measures by Stadler, was entered in the Köchel catalog as  
K. 323. 
Formal characteristics 
 A six-measure instrumental introduction weaves together a majestic fanfare and an 
elegant, vaulted melody underpinned by cheerfully energetic strings. The angular, three-note 
fanfare motive is sounded by the full ensemble, but characteristically colored by trumpets and 
timpani, which Mozart reserves for these statements alone. Having arpeggiated the tonic triad, 
the reeds and first violin launch a broadly syncopated melody. Initially confined to the tonic 
pentachord, it eventually soars higher before extended scalar passages lead to a familiarly 
buoyant cadential figure. The strings conspire to establish an underlying motive of rising and 
falling sixteenth-note triplets (see Figure 3.29) whose anacrusic nature contributes momentum 
while complementing the melodic syncopation. 
 
Figure 3.29   Violin II, measure 1 
Mozart groups the strings in shifting combinations to explore timbre as he frequently 
does with choral voices (see Figure 3.30), sounding the triplet motive in three-part conversation 
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with harmony at the sixth or third. Other than five brief measures in the middle of the fragment 
(and most of those without viola), this handful of fully scored string measures serve to provide a 
template for later elaboration. 
 
Figure 3.30   Strings and Continuo, measures 3-4 
The choir enters in measure 7 with a simplified version of the opening ritornello material. 
Accompaniment is scored only in first violin and continuo, although the function of the phrase 
presupposes a repetition of the earlier material in the unscored voices. The violin breaks off in 
measure 9 as the choral material enters a transitional phrase with a stately homorhythmic chant 
of “Kyrie eleison.” The Canto leads the voices through a descending A minor pentachord to the 
dominant, accompanied by the triplet motive in the continuo on beats 2 and 4 and linked to the 
next phrase with a triplet diminution of the Canto pentachord. 
 
Figure 3.31   CATB chorus and Continuo, measures 9-13 
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A brief, tender “Christe eleison” follows, marked piano. The first violin reappears and 
leaps broadly to sound descending scalar triplet patterns, while the lower three choral voices 
support an aria-like line in the Canto, emotive with descending triads and sigh figures. The 
supplication is repeated and varied in all voices, leading to chromatic cadential figures. 
The lyricism of the brief Christe section is dispelled by the angular first statement of the 
ensuing call-and-response Kyrie. The Canto leads a compressed and somewhat abrupt second 
fanfare, descending with longer, syncopated rhythms through another A minor pentachord over 
shifting harmonies, leading ultimately to the dominant. Meanwhile, the violin and continuo 
sound elaborations on the choral lines with continuous triplet figures in contrary motion until 
arriving at another familiar cadential figure in measure 21. The string interlude in the following 
measures resembles the opening conversation groups and links to the next choral entry. 
The twelve-measure “Kyrie eleison” section that follows introduces a change in the choral 
texture with additive entries in imitation (see Figure 3.32). The Canto introduces a theme derived 
from the second choral fanfare and the opening broad syncopation, doubled by second violin and 
continuo, and embellished in the first violin by rising inverted triplet patterns. The final beat of 
this statement dovetails with a similar entrance in the Tenor, embellished by triplets in the viola, 
and followed a beat later by the Canto in loose imitation a fourth above, at which point Mozart 
abruptly discontinues all instrumental scoring. Three new entries follow, with Alto leading Tenor 
and Canto in an additive sequence, before the Bass leads another set of entries in full choral 
imitation. Mozart brings this inventive imitation to a resolution with a final set of three entries 
led by the Bass beneath another broadly syncopated, descending Canto line, with all four voices 
meeting in a homophonic closing fanfare. Although predominantly unscored in the strings, 
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Mozart again provides a brief template of patterned interaction with the choral parts for later 
elaboration. 
 
Figure 3.32   CATB chorus, measures 24-35 
The final two measures of the fragment are scored only in the chorus and continuo and 
are an exact repetition of the first choral entry in measure 7, signaling a recapitulation of that 
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material and a probable return of the accompanying string parts. It is difficult to imagine the role 
the winds would play in the non-ritornello material, particularly in the imitative sections when 
thickened texturally by the triplet figures in the strings. Mozart’s use in other mass movements of 
long tones in the winds to clarify and support the harmonic structure while enriching the timbre 
of the ensemble may provide a clue to his intentions. 
Examination of the autograph facsimile 
 The fragment appears on two single bifolia of different paper types that is yellowed and 
soiled with water and grease spots. The first two leaves are of a paper with watermark 95.198 
Used frequently in these late fragments, the paper is ruled with twelve staves and was acquired 
no earlier than 1787.199 The second bifolium that makes up the fragment is of a paper with 
watermark 96,200 which was probably manufactured in the same mill as paper type 95.201 As with 
the paper used for K. Anh. 13, this stock of paper varies in rastrology in terms of Total Span but 
the portion used for this fragment is found no earlier than 1788.202  
 Mozart uses all eight sides of the two bifolia for this fragment, although the only parts 
completely scored are the choral voices. Each bracket that begins a new system encloses all 
twelve staves in a single stroke. Between four and six measures are scored on each side of the 
bifolia; twice Mozart split a measure in half and continued it on the following side.203 The 
instrument labels and tempo marking were supplied by Abbé Stadler, as are the notations in the 
right margin on the recto of the first two leaves. Stadler filled in the string, wind, timpani and 
                                                
198 NMA X/33/2, 44. 
199 Ibid, XXV. 
200 Ibid, 45. 
201 Ibid, XXV. 
202 Ibid, XXV. 
203 Continued measures span 1r-1v and 3v-4r. 
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continuo parts where they were not notated; these measures have been partially obscured in the 
attached facsimile.  
 In homophonic and call-and-response choral textures, Mozart places the text underlay in 
only the Bass and Canto voices; this economical procedure is familiar from other fragments 
examined. The ten-measure imitative section (measures 24-34) is underlaid in all voices for 
clarity. 
 An examination of barline continuity, note spacing and alignment lends clues to 
notational order. Final barlines on each leaf are typically continuous for all twelve staves, 
although often comprised of several connected strokes. Barlines for the first nine measures are 
generally discontinuous for all staves. At measure 10, scoring consists only of choral voices and 
continuo, joined by the first violin in measure 14. The barlines that close measures 10 and 11 
connect the choral Bass with the continuo, measure 12 connects Tenor, Bass and continuo. The 
choral material is homorhythmic in these bars, but it appears that the Canto line was set down 
first, with barlines aligned below for the other choral voices and continuo before the musical 
material was set down. Each barline in the Canto is drawn at an angle from left to right, while the 
barlines in the staves below are relatively vertical and aligned. The continuo pitches in these 
measures are tightly spaced and lie close to the closing barline, particularly in measures 11 and 
12, lending support to the theory of top-down notational order. 
 The measures that follow also indicate a top-down order, and the return of the first violin 
in measure 14 adds another voice to the score. It is clear that the first violin material and closing 
barlines were notated first, with barlines aligned in the empty instrumental staves below. 
Likewise, in the choral “Christe eleison” material, the Canto seems to have been notated and 
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barred first, with the homorhythmic accompanying voices notated after the Canto one phrase at a 
time. 
 In measure 18, the Canto leads the other choral voices in a return to the “Kyrie eleison” 
text. Barline continuity and note spacing again suggests that the first violin and Canto were 
placed before the other voices. The spacing in measure 20, which begins the recto of the third 
leaf, however, seems to be driven by the continuo part, which uses continuous sixteenth-note 
triplet figures. The first two beats of the first violin part also consist of triplets, which are 
generally aligned with the continuo. While the choral material in this measure resembles that of 
measure 18, the barlines instead are mostly discontinuous, with only the Bass and continuo 
staves connected, which might also indicate a switch to a bottom-up approach, if only in this 
measure. The barlines that close measure 21 again resemble the earlier measures in this section, 
signaling a shift back to top-down notational order. 
 The imitative section reaches from measure 24 through 34 with a homophonic cadence in 
measure 35. Closing barlines in the upper strings are discontinuous until measure 26, where the 
line is drawn through all three staves in a single stroke. These measures begin the verso of the 
third leaf, and spacing indicates that the first violin was set down before the other instruments. 
Barlines closing measures 25 through 28 are continuous for the choral staves and aligned beneath 
the strings; spacing and ink color in these measures indicate that the barlines were notated in 
advance of the musical material. 
 After the strings drop out, top-down notational order in the choral voices prevails. This is 
particularly clear in measure 30, as the closing barline for each choral staff is drawn gradually 
further to the right of the one above, indicating that as each voice was set down on the page, the 
closing barline was placed before the musical material in the next lower voice was supplied. 
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While no instrumental parts are notated in the staves above the Canto, the barlines generally 
align with the Canto, although several seem hastily drawn. 
 Vertical alignment in the choral parts and in the barlines becomes more regular on the 
verso of the fourth leaf. Continuous barlines return with the homorhythmic cadential pattern in 
measures 34 (for Canto-Alto and Tenor-Bass-continuo) and 35 (for all five voices). The final two 
measures also share rhythmic similarity among the voices, although the barlines again indicate 
that the Canto was set down before the other voices. Although the closing barlines for measure 
36 and 37 appear to be continuous, a closer look reveals two connecting strokes, one that bars 
just the Canto staff and a second for the remaining four voices. The strokes that close the Canto 
measures are more upright and more accurately aligned with the barlines in the empty 
instrumental staves above. The continuo returns in these final measures, providing more 
evidence for top-down notation through spacing and alignment of the sixteenth-note triplet. 
 Due to his continuous use of motivic material, much of the notational order seems to have 
been driven by the rhythmic content of particular measures or phrases. From a practical 
standpoint, the necessity to place the musical material with the largest number of notes and most 
complex rhythm seems to have been a primary concern. While these rhythms are frequently 
found in the first violin, the continuo or in both, a top-down or bottom-up notational order is 
often clearly indicated.  
 Mozart’s notation of whole rests provides indications of compositional intent. Whole 
rests appear in all choral voices in measures 1 and 6, the measures between remain blank, but 
clearly indicate an introduction of instrumental forces only. Another whole rest appears in all 
choral parts in measure 23, designating an instrumental interlude, although only the violins and 
continuo are scored. When the imitative section begins in measure 24, the choral voices awaiting 
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their entries are supplied with whole rests. This continues until measure 28, which is divided 
between the verso of the third leaf and the recto of the fourth. At this point, the choral Bass 
surrenders to empty measures until its entrance in measure 30; however, by this point, the 
imitative form of the section is quite clear. More relevant is the fact that the only empty measures 
in the continuo occur between measures 26 and 35, breaking off after doubling the initial Canto 
entry in measures 24 and 25, and reappearing at the recapitulation in measure 36. As no whole 
rests are indicated, eventual continuo scoring is certain, perhaps doubling the choral voices at 
each entry. While the bulk of the instrumental voices remain unscored, the only instrumental 
whole rest occurs in measure 25 in the viola part. Unscored since measure 6, the viola returns in 
measure 26 to double and ornament the Tenor entrance, the whole rest in the preceding measure 
serving as a reminder of the intended textural transparency. 
 Mozart made several revisions to the fragment; the staining of the paper, noted above, 
renders the determination of earlier versions of revised figures problematic. Approximately two-
thirds of the adjustments are found in the choral parts, predominantly in the upper three voices; 
all but one of the remaining revisions is located in the continuo. Several of the revisions support 
the notion of a principally top-down notational order. 
 The upper three choral voices share the same revision in measure 7, as all choral voices 
state the opening motive at the octave (see Figure 3.33). The quarter notes that appear in these 
voices on beats 2 and 3 appear to have been erased and exchanged; in the Canto and Alto, the G4 
on beat 2 becomes E4, the E4 on beat 3 becomes a G4, with the same adjustments made an octave 
lower in the Tenor. This revision is curious, as the opening choral motive in measure 7 repeats 
the string motive from measure 1. While it is doubtful that Mozart intended a differently 
contoured motive in the choral voices, the evidence of the erasure remains. Regardless, this 
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provides evidence of a top-down notational order in the choral voices, as the Bass and continuo 
follow the revised contour and show no indications of erasure. Another erasure is apparent in 
measure 8 in the Alto on beat 4.5. While the pitch of the original note is indecipherable, the 
replacement, an eighth note E4, is placed slightly to the right of the erasure and thus out of 
vertical alignment with a similar rhythmic figure in the Tenor.  
 
Figure 3.33   CATB chorus and Continuo, measures 7-8 
 A change in text in the Bass in measure 11 indicates a bottom-up notation of underlay, 
even as spacing and barline continuity implies a top-down notational order of the musical 
material (see Figure 3.34). The first two letters of “Kyrie” are erased and replaced with Mozart’s 
shorthand for an exact repetition of underlay placement. While it is likely that this revision was  
 
Figure 3.34   CATB chorus, measures 10-12 
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made simply to save time and space, its use provides a clue to the notational order of the text 
underlay, as the choral parts are homorhythmic in these measures and the Canto in measure 11 
bears only the shorthand symbol without correction. 
 A revision in measure 17 in the Alto also affects the text underlay (see Figure 3.35). 
Beats 1 through 3 have been erased, and while the original notes are again indecipherable, the 
location of the erasures, the spacing of the replacement notes and the misaligned underlay 
indicate that the original figures resembled the eighth note rhythm of the Tenor and Bass lines. 
The text is notated in all voice parts in these measures and the insertion of additional syllables to 
align with the new rhythm in the Alto indicates that the underlay was placed before the pitch 
correction was made. A single “eleison” with an elongated second syllable becomes two 
iterations of the complete word. Revisions to the musical material in the Tenor also imply a 
connection to text underlay. Separately flagged eighth notes on beat 2 are overwritten with a 
beam to negate discrete syllabification. The slur connecting these revised eighth notes to the 
material in beats 3 and 4 appears to have been made with three strokes. If the original slur 
encompassed only three of the final four eighth notes (see Figure 3.36), a unique underlay 
pattern emerges, rendered suspect only by the beam connecting all four eighth notes in the  
 
Figure 3.35   CATB chorus, measures 17-18 
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second half of the bar. While it is impossible to conclusively determine the order in which these 
revisions were made, it is probable that they also followed a top-down format. 
 
Figure 3.36   Proposed original Tenor underlay, measures 17-18 
 The revisions to the continuo in measure 19 illustrate the influence of notation on 
invention (see Figure 3.37). The overall texture indicates that the rhythmically complex violin 
part was notated first, with the choral parts following in a top-down order. This view is 
reinforced by the revisions to the rhythmic identity of the continuo part. Originally set down as a 
series of eighth notes doubling the choral Bass, the part was revised to mirror the sixteenth-note 
triplet patterns in the violin. The spacing of the original material was shifted slightly to the right 
due to the change of clef following the first note of the measure. Consequently, the third eighth 
note in the continuo bass (the second half of beat 2), a B3, aligned vertically with the fifth set of 
triplets (the first half of beat 3), G5-D5-B4, in the violin. The original figure assigned to this 
continuo pitch was a 6, later overwritten with 7/#5. To make the rhythmic revision in the 
continuo, Mozart erased only the flags that identified the pitches as eighth notes, inserting the 
additional pitches between. These insertions misaligned the resulting triplets further from the 
pattern set down in the violin part. It is possible that while inserting the triplet figures, he 
discovered the misalignment and incorrectly figured bass note, making the correction as he filled 
out the continuo harmony. 
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Figure 3.37   Violin I, CATB chorus and Continuo (empty staves cropped), measure 19 
 Two additional revisions clarify the amount of musical material notated at a time. The 
“Christe eleison” material is scored from measure 14 through 18 and it is reasonable to 
conjecture that the entire phrase was set down at once, which is supported by the revision to the 
final note of the phrase in the Canto and continuo parts. Originally notated as quarter notes, a 
flag was added to the stems in the Canto and continuo parts in order to allow the immediate 
initiation of the following phrase on the second half of the beat. This stands out as a revision, 
since Mozart’s typical manner of notating eighth notes is with a single stroke, rounding the end 
of the stem into the angle for the flag. These notes display an acute angular connection at the 
point of intersection, facilitating a late addition of a flag to each stem while implying that the 
cadence was notated and amended before the measure was continued. 
 A similar rhythmic revision to all four choral parts occurs in measure 34 on beat 3 (see 
Figure 3.38). Each voice part has again been changed from a quarter note to an eighth note by the 
addition of a flag to each stem. Another statement of “Kyrie eleison” follows, homorhythmic in 
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all choral parts, closing with a quarter note on beat 3 before the recapitulation begins in the 
following measure. It is possible that Mozart originally intended the cadence in measure 34 to 
close the imitative passage, but determined that another, rhythmically aligned statement of the 
text would strengthen the cadence, and so made the revision. As the choral parts are the only 
voices notated in these measures, no other clues to support this hypothesis are present.  
 
Figure 3.38   CATB chorus, measures 34-35 
Observations 
 Beller-McKenna considers the Kyrie in C major, K. Anh. 15 to be a “highly developed 
concerted style…the thick texture, full orchestration and use of a concerto, ritornello-like 
presentation of the primary thematic material links this fragment with the traditional 18th century 
concerted mass style and sharply differentiates it from the simpler, more Classically constructed 
homophonic Kyries.”204 It is also the longest and most completely scored of the late mass 
movement fragments and integrates a creative interest in imitative gestures with brilliant 
intersections of choral and instrumental contrast.  
 Mozart utilized a varied homophonic texture for much of the work, which supports a 
phrase-by-phrase notation of choral and continuo parts in a prevalent top-down notational order. 
Accompanying material of at least the first violin part is scored for over 80 percent of these 
                                                
204 Beller-McKenna, “Mozart’s Kyrie Fragments,” 93. 
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measures and is predominantly derived from the rhythmic motive established in the instrumental 
introduction. Revisions that address underlay demonstrate a careful consideration of the 
relationship between musical material and text, with rhythmic patterns adjusted to provide a 
more natural text stress or to increase transparency in the choral texture. 
 
Summary 
 The seven mass movement fragments dated 1779 or later vary in instrumentation, length 
and formal structure. “In fact,” Beller-McKenna confirms, “the Kyrie fragments from the late 
1780s do not form as homogeneous a group as has been implied in the secondary literature to 
date (whether that implication has been intentional or unintentional): they cannot be considered 
in toto as an attempt to master a church music style, but rather must be taken as individual 
approaches to particular compositional issues, be those issues of a stylistic or of a more technical 
nature.”205 Wolff and Beller-McKenna encourage us to examine the implications of these 
fragments: what are the challenges with which Mozart presented himself?  
 Certainly, the number of contrapuntal techniques employed in these mass movements 
created technical issues to be resolved, often revealing themselves as the focus of the extant work 
through the absence of notation in accompanying parts. However, even here we encounter a 
wealth of variety, as five of the seven fragments explore imitative techniques including fugal 
structures, free imitation, a double canon in the choral voices, and a double fugue between 
strings and voices, while the final fragment explores an additive process in an extended imitative 
passage. Within several of these contrapuntal structures, Mozart engages the lines in contrary 
motion, creating contrast while manipulating register and timbre. Clearly, Mozart valued this 
texture as a means of expression. Rather than resorting to a vocabulary of stock figures in these 
                                                
205 Ibid, 82. 
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choral experiments, he challenged himself to develop discrete musical material as the basis for 
contrapuntal development, which necessitating the working out of individual solutions. 
 Thematic intersections between choral and instrumental forces, found both in brief 
linking material and in more extended instrumental interludes, appear to be another point of 
interest. The string linking material in K. Anh. 14 is used as a basis for the following choral 
double canon and it is possible that a similar relationship may have developed from the organ 
solo linking material in K. Anh. 13, as it is the only appreciably unique element in this brief 
fragment. Slightly more extensive instrumental interludes appear in K. Anh. 20 and 15, where 
notions of unity and variation are explored through the structural similarity evident between 
these phrases and the choral material that follows. 
 Mozart utilizes different combinations of his standard Mass instrumentation in these 
fragments, shaping the character of the music by their colors and functions. In the earliest and 
latest of the fragments, which are also the most extensively scored, Baroque-inspired rhythms 
pervade the instrumental parts and are employed alternately as a structural framework or aural 
touchstone. Elsewhere, the strategic use of syncopation and repeated sigh motives in both the 
choral and instrumental voices encourage a poignant engagement with the music, while varying 
or enhancing the tone color. Mozart makes traditional use of his string cohort, but also explores 
new possibilities for the treatment of this group in the interweaving of these rhythmically 
assertive and highly emotive elements to produce more sophisticated thematic structures, setting 
these fragments apart from his earlier output of sacred music. Although wind instruments are 
indicated in every fragment, they are very rarely scored and engender unexplored possibilities of 
tonal manipulation. 
 168 
 Non-imitative choral textures vary from the strictly homorhythmic to free constructions 
that create constantly shifting alliances between voices and exploit similarities and differences of 
timbre and register. These structures often reveal clues to Mozart’s approach to compositional 
organization, as homophonic structures were generally set down phrase by phrase, with revisions 
frequently made before the next phrase was notated. Placement order seems to be determined by 
critical elements: purely melody-driven phrases are generally top-down and those governed by 
modulation were often bottom-up, with either the continuo or choral Bass notated before the 
other voices. Some evidence points to a hybrid notational order, where the continuo and possibly 
the choral Bass were set down first, followed by the other choral parts in a top-down order. 
Complex contrapuntal textures are typically difficult to classify, although the exclusive scoring 
of choral voices in these fragments can reveal as much about Mozart’s working methods as do 
his sketches. 
 Mozart’s sensitivity to the placement of text underlay and willingness to revise musical 
material to create a more natural alliance between the two remains as evident here as in the 
choral movements of K. 427. Similarly, these fragments demonstrate an initial tendency toward 
exact repetition, tempered by subtle revisions that create increased variety while retaining clarity 
of form and integrity of thematic character. 
 The variety of stylistic and technical issues present in this collection of mass movement 
fragments offer a host of challenges to which Mozart directed his energies in sacred music 
composition during his final years. Beller-McKenna reminds us that “Mozart’s own diversity is 
merely a reflection of church music in Vienna at the time…It would appear, therefore, that even 
in the realm of church music, Mozart was looking for new approaches to traditional genres.”206 
                                                
206 Ibid., 94. 
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CHAPTER 4 
COMPARATIVE ANALYSIS OF THE REVISIONS 
 
Methodology 
 Mozart made a significant number of revisions to the choral settings of K. 427 and the 
mass movement fragments. Original material and subsequent alterations were studied and the 
primary motivation for each revision was deduced based on the visible clues. Twelve common 
characteristics emerged from this examination and are the source of the categories named, 
explained and accompanied by an illustrative musical example below. 
 Layout (L) - notational elements (e.g., instrumentation labels, articulation, dynamics, 
orchestration). In Figure 4.1, the material from the clarini part is erased and reassigned to the 
horns. 
 
Figure 4.1   Mass in C minor: ‘Cum Sancto Spiritu’ 
Horns and Clarini trumpets, measures 83-87 
 Cadence (C) - character or function of cadential material. The rhythmic change in the 
Canto and Continuo on beat 3 makes the cadence less marked and provides an immediate 
transition to new material (see Figure 4.2). 
 
Figure 4.2   Kyrie in C major, K. Anh. 15 
CATB chorus and Continuo, measures 17-18 
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 Texture (X) - motion, rhythmic activity, or density. Altered imitative entrances in Canto I 
and Alto in measure 97 and 98 enliven the texture (see Figure 4.3). 
 
Figure 4.3   Mass in C minor: ‘Credo in unum Deum’ 
CCATB chorus and Continuo, measures 96-98 
 Harmony (H) - chord structure, removal or insertion of a non-chord tone. Many of these 
changes are found in the figures of the continuo, as illustrated in beat 2.5 below (see Figure 4.4). 
 
Figure 4.4   Kyrie in C major, K. Anh. 15 
Continuo, measure 19 
 Underlay (U) - syllable or word, or musical material due to the demands of the text.  
Text in measures 9 and 10 is altered to separate the second and third syllables of “eleison” (see 
Figure 4.5). 
 
Figure 4.5   Kyrie in D major, K. Anh. 14 
CATB chorus, measures 8-11 
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Repeated musical material is changed due to the application of new text, as with the insertion of 
the final note in measure 87 (see Figure 4.6). 
 
Figure 4.6   Mass in C minor: ‘Credo in unum Deum’ 
CCATB chorus, measures 87-89 
 Voicing (V) - similar to Harmony, but retains harmonic identity. The second violin part is 
revised in measure 16 below (see Figure 4.7). 
 
Figure 4.7   Kyrie in E! major, K. Anh. 12 
Violin I, II and Viola, measure 16 
 Double (D) – duplicating material from another instrument or voice. The oboe parts in 
Figure 4.8 become a simplified doubling of the viola, which double the Canto and Alto. 
 
 
Figure 4.8   Mass in C minor, K. 427: Kyrie 
Violas, Oboes + Canto, Alto: measures 22-23 
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 Double Break (DB) - ceasing to double another instrument or voice. The strings double 
the upper three choral voices, but the revision interjects different material for two beats (see 
Figure 4.9). 
 
 
Figure 4.9   Mass in C minor: ‘Cum Sancto Spiritu’ 
Violin I, Violin II, Viola + Canto, Alto, Tenor, measures 100-101 
 Group (G) - concurrent combination through similar elements (e.g., rhythm or underlay). 
The Bass II rhythm allows the underlay to align with the Alto II text, grouping these voices 
together (see Figure 4.10). 
 
Figure 4.10   Mass in C minor: ‘Qui tollis’ 
CATB II, measures 21-23 
 Group Break (GB) - similar to Double Break, concurrent relationship ceases. The dotted 
quarter note in the Tenor ungroups its pairing with the Bass (see Figure 4.11). 
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Figure 4.11   Mass in C minor, K. 427: Kyrie 
CATB chorus, measure 24 
 Pattern (P) - sequential reiteration in the same or another instrument or voice. The Tenor 
on beat 4 of measure 11 follows the pattern established in the Bass in measure 9 (see Figure 
4.12). 
 
Figure 4.12   Kyrie in G major, K. Anh. 16 
Tenor, Bass and Continuo, measures 8-12 
 Pattern Break (PB) - departure from a previously established pattern of notes or rhythms. 
Two examples can be found in Figure 4.12 above. The rhythmic change to the Bass on beat 4 in 
measure 9 breaks the pattern from the previous measure, allowing for the repetition of “eleison” 
and establishing a new pattern that is restated in the other choral voices. The continuo pattern 
established in measure 8 is initially followed in measure 11, but two adjustments to the first four 
pitches sever this connection; in measure 12, a single pitch is changed. 
 Finally, when the original notation is indecipherable and the revision does not suggest 
another category, the label Unknown (?) is applied.   
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 Once each revision was studied and categorized, the pertinent information was recorded 
in a standard table207 for each fragment or movement; headings include page, measure, beat, 
instrument/voice, method of alteration (deletion, erasure, insertion or overwriting), element of 
change (pitch, rhythm, text, notation), primary and secondary results (the categories of change 
detailed above) and explanatory notes. Each revision catalogued was limited to one primary 
result category of change. However, several revisions presented characteristics of additional 
categories, which are recorded in the tables as secondary results.  
 Tempered by an understanding of the phases of Mozart’s compositional method, an 
increased familiarity with his handwriting, the formal characteristics of the fragments and 
movements, and discernible clues to the notational order of each of the musical examples, the 
revision tables underwent several reexaminations. Subsequently, I compared the tables with the 
notes for each musical example in the Critical Reports by Monika Holl,208 which include 
descriptive information regarding changes to the autograph. Although the vast majority of the 
entries were held in common, Holl’s lists pointed out some revisions that had been inadvertently 
omitted and were consequently added to the tables. I have included revisions in this study that 
are not found in Holl’s lists, particularly involving rhythmic adjustments that did not necessitate 
obvious erasures or insertions.209 In addition, Holl listed adjustments in the Critical Report made 
to the autographs after Mozart’s death, as well as discrepancies between the autographs and 
secondary source material, which are not included in this study. The contents of the tables have 
been tabulated and entered into summary tables that are examined below. 
 
                                                
207 Please see Appendix D for the Mass in C minor, K. 427 and Appendix G for the mass fragments. 
208 NMA I/1/5, e/15-17, e/18-20, e/23-24, e/27-29, e/30-33, e/35-38, e/39-41 and I/1/6, f/19-20, f/22-23, f/25-26, 
f/28, f/30, f/32. 
209 One such example is found in the K. Anh. 16 excerpt under Pattern above; Holl does not list the change to two 
eighth notes in the Bass on beat 4 of measure 9. 
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Revisions Examined by Instrument Groups 
Mass in C minor, K. 427 
 Each revision catalogued in the choral movements was analyzed and assigned one 
primary result category of change; any number of associated secondary categories was possible. 
Therefore, the total number of revisions and the total number of primary results will have a 1:1 
ratio; this will not hold true for secondary results. The table in Figure 4.13 presents the total 
number of primary and secondary results identified for each movement, recorded vertically and 
highlighted in lavender, with totals also separated into choral and instrumental classes. The 
percent total of primary and secondary results for each class is calculated by dividing the number 
of results in the choral or instrumental parts by the total number of results for that movement. 
The lowermost line of the table, also highlighted in lavender, contains totals for each class of 
instrumentation for all seven choral movements. 
 
Figure 4.13   K. 427: Revisions organized by instrument group and movement 
 An examination of this data should begin with a view to Mozart’s notational order when 
composing for choral forces. The choral voices and typically continuo (defining the harmonic 
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 176 
structure) were set down first, in conjunction with key melodic, motivic or linking material in the 
first violin. Evidence supporting this sequence can be found in the incompletely scored ‘Credo in 
unum Deum’ movement and in each of the mass movement fragments. A later phase of 
composition involved filling in the missing or incompletely notated parts for the remaining 
instruments. 
 Four of the seven movements (‘Gloria,’ ‘Qui tollis,’ ‘Jesu Christe,’ ‘Credo’) reveal a 
concentration of revisions in the choral parts; the compositional characteristics of these 
movements are germane to the interpretation of this data. ‘Credo’ remains a continuity draft, 
with the majority of the instrumental parts incompletely scored. ‘Qui tollis’ is the only 
movement scored for double chorus; its eight voices dominate the texture, doubled by winds and 
accompanied by a perpetual double-dotted rhythmic motive in the strings. ‘Gloria’ is laid out in 
six choral points of imitation, doubled by the instruments. ‘Jesu Christe’ serves as an 
introduction to the fugal ‘Cum Sancto Spriritu’ where the instrumental parts double or are 
derived from the choral parts.  
 The three remaining movements (Kyrie, ‘Gratias,’ ‘Cum Sancto’) reflect a centralization 
of primary revisions in the instrumental parts, typically concentrated in the string parts, although 
the Kyrie division is almost equal.210 The Kyrie instrumental parts introduce the motivic material 
restated and developed by the choral voices; the upper winds occasionally reinforce the choral 
parts but also counterbalance the strings, playing a more equal role in the accompanying 
material. The winds consistently double the chorus in ‘Gratias,’ while the strings and continuo 
define the harmonically unstable progress through the use of motivic patterning. ‘Cum Sancto,’ 
the immense fugal movement for four-voice choir, utilizes the full orchestral instrumentation. 
                                                
210 Complete data can be found in the Appendix D tables. 
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Not limited to doubling the choral voices, the instruments also function independently, 
contributing to shifts in texture and color. 
 When a similar examination is made of the secondary results on the table above, the 
numbers skew slightly toward the choral parts. The same four movements that revealed greater 
numbers of primary revisions in the choral voices maintain that relationship in secondary 
influences, and are joined to a somewhat lesser extent by Kyrie. ‘Gratias’ has an equal division 
of secondary results in instrumental and choral parts; more than three quarters of secondary 
results are found in the ‘Cum Sancto’ instrumental parts, where the string subclass is again more 
markedly affected than the winds. 
 The summary totals reflect this tendency for greater adjustment to the choral parts, with 
57.5% of the revisions in the choral voices and 67% associated with secondary influences. In the 
instrumental subclasses, the strings received more total revisions than the winds. While the data 
reveal greater concentrations of revisions in the choral class and the string subclass, these 
majorities are comparatively slight and thus do not indicate an inferiority of the writing in the 
choral parts, a neglect of the instruments overall or the winds in particular. 
Mass movement fragments 
 The table in Figure 4.14 presents the total number of primary and secondary results 
identified in each mass movement fragment, recorded vertically and highlighted in yellow for the 
two early fragments and in blue for the five late fragments. These totals are also separated into 
choral and instrumental classes; no revisions were identified to the wind parts scored in these 
fragments, so all instrumental revisions are found in the upper string or continuo parts.211 
Calculations are carried out in the same manner described for the K. 427 tables above. The 
lowermost line of the table, color coded green, contains totals for all seven fragments grouped 
                                                
211 Complete data can be found in the Appendix G tables. 
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together. Parallel lines coded yellow and blue give summary totals for these subgroupings of the 
fragments. 
 
Figure 4.14   Fragments: Revisions organized by instrument group and movement 
 There are fewer total revisions identified for the mass movement fragments than the 
movements of K. 427; however, the majority of the primary and secondary results are uniformly 
found in the choral parts. Because these fragments are continuity drafts containing only sporadic 
scoring of winds and varying amounts of string material, it is reasonable to expect revisions to be 
concentrated in the vocal and continuo parts. Perhaps more notable, then, is the equitable 
dispersion of revisions between these two classes in both of the early fragments (K. Anh. 12 and 
K6 296c), as well as two of the later (K. Anh. 14 and K. Anh. 20). The most completely scored of 
these four fragments, K. Anh. 12, consists of motivically developed instrumental parts that 
function more as independent accompaniment than choral reinforcement. The other early 
example is a sketch with eight measures of instrumental introduction followed by ten measures 
of fugal material in the choral voices and accompanying continuo bass, none of which is 
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extensively revised. Both K. Anh. 14 and K. Anh. 20 are sparsely scored for strings, but the 
material present is predominantly independent of the choral voices and equal attention is given in 
revision. 
 Secondary results of the revisions are significantly weighted toward the choral parts in 
only two of the late fragments (K. Anh. 16 and K. Anh. 15). The single secondary results in K. 
Anh. 13 and K6 296c render one another neutral, while near equity in division between choral 
and instrumental classes is found in K. Anh. 12 and K. Anh. 20. 
Observations 
 Although these musical examples are similar in genre and instrumentation, they 
obviously differ in parameter due to the incomplete nature of the K. 427 ‘Credo’ movement and 
all of the mass movement fragments. In particular, of the seven fragments, only the early Kyrie, 
K. Anh. 12 is significantly scored for winds, with parts present in half of the 24 total measures. 
Of the remaining six fragments, three are scored for winds for a total of one measure (Anh. 14), 
two measures (K6 296c) and three measures (Anh. 15), while the wind staves in the other three 
fragments (Anh. 16, Anh. 13, Anh. 20) remain completely blank. The string and continuo parts, 
however, are scored to some degree in all the musical examples, so attention will focus on the 
string and choral parts. Further, because a 1:1 ratio exists between the identified revisions made 
by Mozart and the primary result categories of change applied through this study, these 
observations are more immediately applicable to a discussion of compositional method.  
 The degree to which the choral parts were more extensively revised in each of the 
musical examples is inversely proportional to the amount of instrumental material scored. In fact, 
if the incompletely scored ‘Credo’ is removed from consideration, the total revisions to the 
remaining six movements of K. 427 are much more evenly distributed, with 49.7% in the choral 
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parts and 50.2% in the instrumental parts and the distribution within the instrumental parts is 
similarly balanced, with 50.9% in the string subclass and 49% in the winds. A further 
subdivision yields a two-thirds majority to the upper strings (violins and viola) over continuo, 
and winds (oboes and bassoons) over brass (horns, trumpets and timpani). These figures indicate 
that in Mozart’s fully scored mass movements from 1782-3, his approach to the revision of 
choral and instrumental parts was quite balanced in number, with only slightly more revisions 
found in the upper strings and winds, which played supporting as well as leading melodic roles. 
 While the early fragments share a balanced revision rate similar to that cited above, the 
late fragments reveal more of a focus on revision of the choral parts, which is sustained when all 
the fragments are considered as a single group. This characteristic is also present in the K. 427 
‘Credo,’ which, while incompletely scored in its instrumental parts, is not a fragment, so it would 
be inappropriate to consider its revision data in the fragment sample. The subdivision of the 
string parts finds an equal balance between continuo and upper strings in the early fragments. 
The late fragments reveals a 70% revision rate in the continuo; when the entire sample of seven 
fragments is considered, the rate of revision in the continuo is reduced to 61.2%. This represents 
a significant difference from the findings in K. 427, although, again, this may be attributed to the 
lack of complete scoring in the upper strings. What can be determined in these fragments, 
however, is that Mozart produced a similar amount of revision to the choral and continuo parts. 
Statistics derived from the entire group sample reveal a rate of 63.1% of the total revisions in the 
choral parts and 61.2% of the total instrumental revisions in the continuo part. Because the 
choral and continuo parts are completely scored in these fragments (with the exception of the 
introduction to K6 296c and a brief fugal section in K. Anh. 15), this equilibrium can be 
considered comparable to the choral/instrumental balance in the six completely scored 
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movements of K. 427, indicating a consistency in compositional approach to revision regardless 
of movement completion. 
 Finally, a variety of compositional styles and techniques are present in the fourteen 
musical examples included in this study and must be considered when examining Mozart’s 
revisions. Imitative techniques, complex textures and shifting roles are more apt to invite editing 
than more straightforward settings, regardless of instrumentation or voicing assigned. The next 
section will examine the relationship between these compositional characteristics and the type of 
revision employed. 
 
Compositional Structure, Instrument Groups and Revisions 
 The instrumentation of violins, violas, oboes, bassoons, horns, trumpets and timpani is 
common to all of the musical examples included in this study. The amount of scored material 
varies, however, particularly for the brass and timpani; choral and continuo parts, accompanied 
to some degree by upper strings, are present in all examples. An examination of the types of 
revisions Mozart made to these parts in examples of similar compositional structure will provide 
an opportunity to view one aspect of his compositional process over the span of a dozen years.  
Imitative textures 
 Four movements of the Mass in C minor, K. 427 and six mass movement fragments 
contain some amount of this compositional technique in the choral voices, from fugal and 
canonic to looser imitative textures. There are obvious differences in the challenges these 
specific forms of imitation present to the composer, but in view of the limited number of musical 
examples in this study, all such textures have been grouped together here. Revisions found in 
only the imitative portions of the examples were itemized in the table below (see Figure 4.15).  
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Figure 4.15   Imitative choral textures: Revisions organized by category and movement 
 The larger number of revisions to the K. 427 movements is directly related to the longer 
length of these examples, and the more pervasive use of imitation in ‘Gloria in excelsis’ and 
fugal expansion in ‘Cum Sancto Spiritu’ than in any of the fragments. The three brief imitative 
phrases212 in ‘Credo in unum Deum’ offer revisions exclusively in the categories concerned with 
the interrelationship of the voice parts. The loosely imitative Kyrie213 and fugal ‘Cum Sancto 
Spiritu’214 share a significant number of revisions to the text underlay, while the only fragment 
with a similar number of changes to text is the canonic Kyrie, K. Anh. 14215. Adjustments to 
texture are more notable in the point of imitation structure of the ‘Gloria in excelsis,’216 but 
similar revisions are not found in the remaining examples. The more formal structure of ‘Gloria’ 
and ‘Cum Sancto’ may explain the marked number of revisions that perpetuate patterns of 
                                                
212 measures 24-30, 44-48, 75-77 
213 measures 6-9, 9-25, 71-85 
214 the entire movement is included in this discussion 
215 measures 7-11 
216 measures 2-20, 22-42, 44-55 
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pitches or rhythms, shared in smaller numbers in the fugal Sanctus K6 296c217 and the double 
fugue of the Kyrie, K. Anh. 16218. Of the more flexible imitative structures in the Kyries K. Anh. 
12219, K. Anh. 20220 and K. Anh. 15,221 only the two later fragments share common categories. 
The brief imitative section in K. Anh. 20 has notated accompaniment only in the continuo; all 
revisions are found in the Canto. The revisions to cadential material in K. Anh. 15 fall toward the 
end of the 11-measure imitative segment. Mozart notated these additive entries in imitation with 
strict attention to construction; no instrumental parts appear in these measures that serve as a 
transition to the recapitulation and this form of imitation does not appear in the other fragments. 
 Despite the incomplete nature of the fragments, it appears unlikely that any of these 
movements would have evolved into one of comparable imitative density and duration to the 
‘Gloria in excelsis’ or ‘Cum Sancto Spiritu’ of K. 427. It is possible to suppose, then, that 
Mozart’s interest in imitative textures in his later attempts at mass movement composition tended 
toward textural variety rather than more pervasive implementations of these techniques. Indeed, 
of the six fragments that use some form of imitation, no two musical examples approach this 
technique in the same manner, but include fugal and loosely imitative textures, a double fugue, a 
double canon and additive entries in imitation. 
 The role of the strings and winds during these segments of choral imitation merits 
examination. The strings in the Kyrie and ‘Gloria in excelsis’ of K. 427 generally double the 
choral parts, sometimes by elaborating on the material, sometimes by simplifying it; the Kyrie 
strings occasionally offer motivic accompaniment, the ‘Gloria’ strings sometimes provide 
harmonic support. The winds double the choral material in a straightforward manner in both 
                                                
217 measures 9-18 
218 measures 6-13 in choral voices, measures 5-13 in the strings 
219 measures 7-8 in choral voices, measures 11-12, 14-15 in the strings 
220 measures 9-12 
221 measures 24-34 
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movements, as do all the instruments in the ‘Cum Sancto Spiritu.’ Only violin and continuo are 
scored in the imitative portions of ‘Credo in unum Deum’ and both follow previously established 
motivic patterns. Less material is present in the fragment autographs: K. Anh. 15 shows no 
instrumental notation during the choral imitation; only continuo is scored in K6 296c, where it 
presents harmonic information through an eighth note-eighth rest rhythmic motive, and K. Anh. 
14, where it doubles the choral Bass. In K. Anh. 12, the winds and strings work together to 
double the choral parts, the winds in direct doubling and the strings in an elaboration of the 
choral material, previously stated in the instrumental introduction. In K. Anh. 16, the strings 
present the first theme in the double fugue while the choir develops the second; no winds are 
scored. This is by far the most independent role Mozart has utilized for the instrumental parts 
when writing imitative textures for chorus. 
 The revisions made to the string and wind parts in the imitative excerpts seem appropriate 
to the roles they play in this music (see Figures 4.16 and 4.17). The number and variety of 
revisions to the K. 427 Kyrie and ‘Gloria’ string parts reflect their shifting purposes. The bulk of 
the revisions to ‘Cum Sancto Spiritu’ fall in categories that reveal the instruments’ dependence 
on the choral parts, and the limited revisions to ‘Credo’ might be expected of its motivic 
construction. Wind revisions are only found in three of the K. 427 movements, the bulk of which 
are classified in categories that illustrate these instruments’ dependence on and relationship with 
other parts. The adjustments to K6 296c and K. Anh. 14 are representative of refinements to 
continuo parts, with changes to voicing and harmony. Although identical to the choral Bass, the 
revision to K. Anh. 14 that breaks a pattern established in previous measures is found only in the 
continuo, implying its primacy of notation. The revisions to K. Anh. 12 allow the string parts to 
more closely adhere to an earlier statement of this instrumental material, while those in K. Anh. 
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16 are similar in number and category to the revisions found in the choral parts, as each 
instrument group develops their fugal material.  
   
 Figure 4.16   Imitative choral textures: Strings Figure 4.17   Imitative choral textures: Winds 
 Revisions organized by category and movement Revisions organized by category and movement 
Homophonic textures 
 Mozart utilizes homophonic textures in the choral parts of five of the K. 427 movements 
and six of the mass movement fragments. Sections identified as homophonic may be strictly 
homorhythmic or vary slightly in motion or rhythmic pattern, but all inhabit the same rhythmic 
space without significant deviation. The fragments included in this group consist of a variety of 
textures; none are homophonic throughout. However, two entire movements of the Mass are 
included here: the straightforward ‘Jesu Christe’ and the double choir ‘Qui tollis,’ where each 
four-voice choir functions homophonically, typically joining together at cadence points for full 
choral homophony. Revisions found in only the choral voices are itemized below (see Figure 
4.18).  
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Figure 4.18   Homophonic choral textures: Revisions organized by category and movement 
The ‘Qui tollis’ and ‘Credo’222 present the largest number of revisions, but also provide the 
greatest amount of homophonic material to analyze. Mozart introduces the main choral theme in 
the ‘Credo’ in a homorhythmic setting; many revisions to underlay are found in this statement, as 
well as in restatements of this material adapted to different portions of the Credo text. The bulk 
of text to be set, as well as the syllabic nature of the settings, accounts for the significant number 
of revisions in the Underlay category. Revisions in voicing in these statements allow for a 
margin of variety while retaining the harmonic structure, often relieving a stasis of linear motion. 
The revisions to ‘Qui tollis’ are spread more evenly among nine categories, although 
compositional challenges presented by the double choir structure explains their number and 
variety. Revisions to the manner in which the individual choral parts are grouped, the text is 
underlaid, and the chords are voiced are generally found when all eight parts sound together. 
Several of these adjustments achieve a simplified texture, creating transparency that allows 
                                                
222 measures 14-23, 36-43, 49-51, 87-96, 105-115 
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changes in motion, color or text to become more readily audible. While the number of revisions 
to the other movements of K. 427223 and the fragments224 are fewer, these methods and outcomes 
seem to achieve the same goals in homophonic textures. 
 The strings and winds play a variety of roles in concert with the homophonic choral 
voices. The strings predominantly inhabit three functions: doubling the choral parts, providing  
  
 Figure 4.19   Homophonic choral textures: Strings Figure 4.20   Homophonic choral textures: Winds 
 Revisions organized by category and movement Revisions organized by category and movement 
harmonic support, or exploring motivic material, particularly of a rhythmic nature. In the 
fragments, string scoring is sometimes reduced to the continuo line, with some connecting 
material in the upper strings during long tones or rests in the choral parts. As such, the revisions 
are more sparse and varied, but clearly imply the function of the music at the point of the 
alteration. The wind instruments, when scored, are primarily used to double the choral parts and 
occasionally the continuo. Rare exceptions include motivic development or participation in a 
dialogue texture, which will be explored further in the next section. Of the fragments, only K. 
                                                
223 Kyrie: measures 37-38, 42-44, 46-49; Gratias: measures 4-11 
224 K. Anh. 12: measures 9-11, 16-18; K. Anh. 16: measures 1-4; K. Anh. 13: measures 1-4, 6-9; K. Anh. 14: 
measures 1-3; K. Anh. 20: measures 1-5, 10-12, 14-16, 23-26; K. Anh. 15: measures 10-13 
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Anh. 12 includes notation for the winds, which are unrevised in the portions examined for this 
discussion. The remaining examples show a consistent revision in their manner of doubling, 
which is illustrative of their musical function. 
Dialogue textures 
 Mozart employs dialogue textures in several of the examples. However, the instruments 
engaging in the dialogue vary, as do the roles of the concurrently sounding instrument groups 
(see Figure 4.21).  
 
Figure 4.21   Choral dialogue textures: Revisions organized by category and movement 
Five of the examples feature dialogue within the choral voices, the sixth, ‘Jesu Christe,’ employs 
a dialogue between the choir and winds. The majority of the ‘Qui tollis’ movement225 exhibits 
this interaction between the two choirs, while each individual choir functions as a predominantly 
homophonic group. Textural variety is enhanced when a voice is revised to group rhythmically 
or textually with patterns sounded in the opposing choir. Similar variety is created through the 
                                                
225 measures 3-8, 15-21, 28-36, 44-51 
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revisions categorized as Pattern Break, Double and Texture and seems to be the goal of the 
majority of the revisions in these segments of this movement. One sixteen-measure segment of 
‘Credo’226 divides the five-voice choir into SSA + TB and alternates the initiation of each phrase 
of the syllabic text setting. The majority of revisions to this example involve altering material to 
follow patterns previously notated, which aligns closely with the final structure of the segment. 
A brief portion of K. Anh. 15227 follows a similar architecture, as the highest choral voice leads 
the lower three in a call and response texture, although the revisions are minimal and not defined 
by the structure. The early Kyrie fragment, K. Anh. 12, is the only example to utilize solo voices, 
which appear in a brief dialogue with the choir.228 The solo Canto and solo Alto each lead a 
single phrase of text to which the four choral voices respond; this texture continues as the choral 
Canto leads the remaining three voices. A very short segment in K. Anh. 20229 divides the choral 
voices equally, SA + TB in a single phrase of text immediately followed by loose imitation; there 
are no revisions to the choral parts. The anomalous ‘Jesu Christe’ begins with a loosely 
homophonic statement in the choir, doubled by the winds and strings. The second phrase is a 
dialogue between the winds and choir;230 the violins provide harmonic support while the viola 
and continuo join with the voices. The revisions deal with the interrelation of the choral parts, 
creating consistent patterns in shifting groupings among the voices. 
 The instrument groups that accompany the choral dialogues function in a few specific 
roles (see Figures 4.22 and 4.23). The winds are not notated for these sections in K. Anh. 20, K. 
Anh. 15 and K. 427 ‘Credo;’ they double the choral voices in ‘Qui tollis’ and play a simplified 
doubling of the voice parts in K. Anh. 12. The only string notation in K. Anh. 20 is the continuo 
                                                
226 measures 59-74 
227 measures 18-21 
228 measures 15-21 
229 measures 6-8 
230 measures 4-6 
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part, which provides a harmonic outline; the fuller string scoring in K. Anh. 12 sounds a 
rhythmically elaborated doubling of the choral parts with motivic flourishes. Pervasive motivic 
string patterns are present in ‘Qui tollis,’ ‘Credo,’ and K. Anh. 15; the incomplete string notation 
in the ‘Credo’ implies the possibility of an alternate measure string dialogue concurrent with the 
choral dialogue. 
        
 Figure 4.22   Choral dialogue textures: Strings Figure 4.23   Choral dialogue textures: Winds 
 Revisions organized by category and movement Revisions organized by category and movement 
The revision tables support the evidence of the musical structure: revisions to the strings focus 
less on their relationship to other parts and more on their individual structure, while the existing 
wind parts are either not revised or adjusted in their doubling. Consequently, it can be concluded 
that even in the fragments, Mozart set down material with a clear global intention for the 
interaction of the different instrument groups, fine tuning those intentions with minor revisions. 
 Two examples from the previous sample and one additional movement of K. 427 include 
purely instrumental dialogue textures (see Figure 4.24). The motivic material previously cited in 
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‘Credo’ is assigned throughout the movement231 to the strings and winds in alternation. Two 
patterns are scored: undulating sixteenth note lines in the winds and a continuous eighth note-two 
sixteenth note pattern in the strings. This instrumental dialogue occurs four times throughout the 
movement and accompanies the main choral theme discussed in the homophonic section above. 
In fact, these four instances comprise the only notated wind parts in the entire movement, 
testifying to the relative importance Mozart placed on this texture in shaping the identity of the 
instrumental parts. The other two examples, K. Anh. 15 and K. 427 ‘Gratias’ share a string  
 
Figure 4.24   Instrumental dialogue textures: Revisions organized by category and movement 
dialogue formula of violins in alternation with viola and continuo. The musical material involved 
is a consistent rhythmic motive in both examples: a dotted rhythm pattern in ‘Gratias’232 and a 
five-note pattern of sixteenth note triplets in K. Anh. 15.233 These groupings by range and color 
propel the music forward with rhythmic intensity while seeming to encircle the choral material 
                                                
231 measures 1-8, 14-24, 36-44 and 86-97. 
232 measures 1-9 
233 measures 1-4, 7-9, 22-24; the incomplete notation of the strings implies the possibility of the dialogue continuing 
in measures 10-13, 36-37 
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sounding concurrently. Revisions to these instrumental dialogues are sparse and easily explained 
as refinements to the established patterns. 
Observations 
 Mozart employed three principal structures in the mass settings examined in this study: 
imitation, homophony and dialogue. Imitative constructions are less dense and comprehensive in 
the mass movement fragments than in the choral settings from K. 427, employing these 
techniques for textural variety rather than as a somewhat academic exploration of compositional 
craftsmanship. Nevertheless, choral parts remain the focus of these sections, with string and wind 
parts generally doubling, although the incompletely notated string/choral double fugue of K. 
Anh. 16 signals a new and equitable approach. Revisions to Underlay were held in common for 
both subsets of musical examples, illustrating Mozart’s sensitivity to the nuances of text setting. 
These adjustments not only improved the clarity by which the words of the mass were 
communicated, but also enhanced the texture of the voices through strategic transparency 
achieved by means of rhythmic invention. Other categories of choral revision are specific to each 
setting’s particular style of imitation, while the most frequent revisions to the strings and winds 
are found in the categories that describe the interrelationship of individual parts. Attention is 
again focused on Mozart’s discernment in the manipulation of texture, as these modifications 
result in increased diversity in the strings through the discontinuation of patterning, and enriched 
orchestral color and structural coherence through increased doubling in the wind instruments. 
 The use of choral homophony varied from strictly homorhythmic to more loosely vertical 
structures. Even in these straightforward configurations, Mozart demonstrates a concern for 
naturalness in his choral writing through revisions to the marriage of text and musical material, 
balanced by varied but unaffected voice leading in all parts. This relative uniformity of choral 
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motion allowed the instrumental parts to inhabit a range of roles, from simplified or elaborated 
doubling of the choral material to mere harmonic support. Another option found in both the K. 
427 movements and the mass fragments is the development of a motivic identity in the strings 
that significantly contributes to the character of the movement through pervasive repetition, 
dialogue patterns or in combination with the principal choral material. Although wind notation is 
exceptionally sparse in the fragments, it appears that a more integrated role was probable in some 
of the later examples.  
 While Mozart’s use of shifting groups of choral voices extends back to his Salzburg 
masses, the choral and instrumental dialogue structures found in these settings create a 
heterogeneity of tone colors through their combinations. With the exception of the double choir 
‘Qui tollis,’ these exchanges are typically brief, offering increased textural variety, with revisions 
tailored to each individual situation rather than trending toward certain categories by design. 
 Most of the musical examples in this study employ some combination of imitative, 
homophonic and dialogic structures, and in each, Mozart demonstrates a clear global intention 
for the interaction of the instrument groups and chorus; even the incompletely notated 
fragmentary settings provide a skeleton of the intended structure, fine-tuned by early revisions. 
Those emendations reveal a consistent attention in the choral parts to naturalness of delivery in 
voice leading and text setting and contribute to an overall depth of textural invention. 
 
Revisions and their Secondary Influences 
 Each revision Mozart made to the choral movements of Mass in C minor, K. 427 and the 
mass movement fragments was analyzed and assigned to one of thirteen categories in accordance 
with the nature of the change to the musical material. In both subsets of examples, slightly more 
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than half of the revisions presented secondary influences as a result of the adjustments, which 
were also assigned one of the categories234 referenced above and defined in the Methodology 
portion of this chapter. Details of notation, including clues to the order in which the parts were 
set down, contributed to the identification and classification of these secondary influences. For 
example, in Figure 4.25, the revision is found in the Canto on beat 4 of measure 24: the separate 
beams in the four sixteenth note pattern are indicative of a break in syllabification of the text. 
 
Figure 4.25   Mass in C minor, K. 427: Kyrie 
Canto and Alto, measures 24-26 
However, a single syllable is placed below the beat and the four notes are beamed together in the 
Alto part, which was clearly notated after the Canto. The category applied as the primary 
influence on the revision is Underlay; it appears that the original intent was to repeat the word 
Kyrie as it is set on beat 2 of the same measure. The secondary category applied is Pattern Break, 
as this change in underlay and syllabification departs from the pattern established on beat 2. 
 In the example above, the revision produces only one secondary influence on the musical 
material; however, it is possible that no secondary influences may be identified for a given 
revision, or indeed, that multiple secondary influences may present themselves. This discussion 
examines the frequency of occurrence of these secondary results from a variety of perspectives. 
Frequency of occurrence by musical example 
 Only three primary–secondary combinations occur in more than three of the musical 
examples. Pattern–Group (see Figure 4.26) is found in five movements of K. 427, but is not 
                                                
234 Only 12 of the categories were used for secondary results; the category ‘Unknown’ was not applied. 
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present in the fragments. The significant number of occurrences in the Credo can be traced to the 
dialogue portion of the movement and constitute the bulk of the choral examples.  
 
Figure 4.26   Pattern-Group: Revisions organized by movement and instrument 
 Perhaps more interesting is the Pattern–Voicing combination (see Figure 4.27). Found in 
six musical examples from both subsets of the sample, it is overwhelmingly identified in string 
revisions, notably in the highest and lowest parts, with only one revision in a choral voice. In 
each continuo example, the choral Bass shares pitch identity but not necessarily octave 
designation; the patterns are initiated in the continuo part. The violin revisions in the fragments 
are found in melodic patterns, in the Credo in an accompaniment pattern. The only choral 
example occurs in the adaptation of previously introduced music to new text patterns and as such 
is somewhat unusual among choral revisions.  
 
Figure 4.27   Pattern-Voicing: Revisions organized by movement and instrument 
 The most frequently occurring combination is Double–Voicing (see Figure 4.28), 
identified ten times in six musical examples from both subsets of the sample. The revisions to the 
‘Credo,’ ‘Jesu,’ and the violin revision to the ‘Cum Sancto’ each occur at cadence points, while 
the ‘Qui tollis’ and K. Anh. 13 adjustments fall in the middle of a phrase. The ‘Cum Sancto’ 
oboe doubles choral voices at the onset of a fugal entrance and the K. Anh. 15 choral parts are 
altered at the beginning of their first statement. Therefore, this composite revision is not 
determined by a particular location or function of the revised part. 
 
Figure 4.28   Double-Voicing: Revisions organized by movement and instrument 
P S Qui tollis Jesu Cum Sancto Credo A13 A15 
D V vln1 B, ob2 vln1, ob1 C2 vln1 C, A, T 
 
 
P S Gloria Gratias Qui tollis Credo A16 A14 
P V bc bc bc A, vln1 vln1 vln1 
 
 
P S Kyrie Gloria Gratias Jesu Credo 
P G vln2 B vla C C1(2), C2(2), A 
 
P S Qui tollis Jesu Cum Sancto Credo A13 A15 
D V vln1 B, ob2 vln1, ob1 C2 vln1 C, A, T 
 
 
P S Gloria Gratias Qui tollis Credo A16 A14 
P V bc bc bc A, vln1 vln1 vln1 
 
 
P S Kyrie Gloria Gratias Jesu Credo 
P G vln2 B vla C C1(2), C2(2), A 
 
P S Qui tollis Jesu Cum Sancto Credo A13 A15 
D V vln1 B, ob2 vln1, ob1 C2 vln1 C, A, T 
 
 
P S Gloria Gratias Qui tollis Credo A16 A14 
P V bc bc bc A, vln1 vln1 vln1 
 
 
P S Kyrie Gloria Gratias Jesu Credo 
P G vln2 B vla C C1(2), C2(2), A 
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 Each of these revision combinations impacts the interrelationship of the notated parts, 
thereby refining the existing texture; this is particularly true of the Pattern–Group example. The 
secondary category Voicing applied to the other two combinations indicates no change to the 
harmonic identity of the music, even as it takes on a more uniform linear structure.  
Frequency of occurrence in combination with different primary categories 
 Fifty-eight primary–secondary category combinations are identified from the revisions. 
Of those combinations, Double and Texture are the two most frequently utilized secondary 
categories, with seven different primary combinations found for each. The revisions involving 
Double as the secondary category are limited to the instrumental parts of K. 427 movements (see 
Figure 4.29). 
 
Figure 4.29   Double as secondary category: Revisions organized by movement and instrument 
If the revisions where Double is found to be the primary influence are also examined (see Figure 
4.30), the data indicates a frequency of this type of instrumental revision in the mass movements, 
although the incompletely notated nature of the fragments must be taken into account. 
 
Figure 4.30   Double as primary category: Revisions organized by movement and instrument 
P S Qui tollis Jesu Cum Sancto Credo A13 A15 
D V vln1 B, ob2 vln1, ob1 C2 vln1 C, A, T 
 
 
P S Gloria Gratias Qui tollis Credo A16 A14 
P V bc bc bc A, vln1 vln1 vln1 
 
 
P S Kyrie Gloria Gratias Jesu Credo 
P G vln2 B vla C C1(2), C2(2), A 
 
 
P S Kyrie Gratias Jesu Cum Sancto Credo 
C D bc     
H D ob1 vla    
PB D vla     
X D    cn  
V D   bc   
P D     vln1 
DB D    vln1, vln2, vla  
 
 
P S Kyrie Gloria Credo A12 296c A20 A15 
C X  C      
GB X T      A 
U X       C(2), A 
G X   vla     
V X T  A T    
P X  B   T   
L X      bc  
 
 
 
 
 
 
 
 
P S Kyrie Gloria Gratias Qui tollis Jesu Cum Sancto Credo A12 A13 A15 
D H fg1/2  ob1,ob2 cn2       
D V    vln1 B, ob2 vln1,ob1 C2  vln1 C, A, T 
D C      ob1     
D DB  fg  ob1, ob2(3)  fg2     
D GB    C2  ob1/2     
D PB B,ob1,ob2          
D GB/X    C1       
D DB/V    ob2    bc   
D DB/X    T2       
 
 
P S Kyrie Gloria Gratias Qui tollis Cum Sancto Credo A12 A16 
X U    A1     
X V       bc  
X D     cn    
X DB vln1        
X GB      A   
X P  T  C1, A2  C1   
X PB  bc    C2, A   
X U/V    A2    B 
X C/G  B       
X PB/C  C       
X G/GB T, B  C2      
X PB/GB B        
X U/PB      C2   
 
 
 
 
P S Kyrie Gratias Qui tollis Credo A16 A14 
H GB/G   B1    
U GB/G     C  
X GB/G T, B C2     
V GB/G    A   
C GB/G/X      bc 
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 In contrast, an examination of the revisions involving Texture as either the primary or 
secondary category seem to favor application in the choral parts (see Figures 4.31 and 4.32). 
Indicated as a primary category more frequently in the movements of K. 427, Texture as a 
secondary influence strikes a balance between the two subsets of musical examples. The 
frequency of this category in the choral revisions reveals an attention to variety of structure and 
configuration that balances the tendency to similarity of motion in the instrumental parts 
resulting from pervasive doubling. 
 
Figure 4.31   Texture as primary category: Revisions organized by movement and instrument 
 
Figure 4.32   Texture as secondary category: Revisions organized by movement and instrument 
Multiple secondary influences 
 In both subsets of musical examples, slightly more than twenty percent of the revisions 
assigned with secondary categories exhibited evidence of multiple secondary influences on the 
altered musical material. In the excerpt below (see Figure 4.33), the revisions to the Canto I, Alto 
P S Kyrie Gloria Gratias Qui tollis Jesu Cum Sancto Credo A12 A13 A15 
D H fg1/2  ob1,ob2 cn2       
D V    vln1 B, ob2 vln1,ob1 C2  vln1 C, A, T 
D C      ob1     
D DB  fg  ob1, ob2(3)  fg2     
D GB    C2  ob1/2     
D PB B,ob1,ob2          
D GB/X    C1       
D DB/V    ob2    bc   
D DB/X    T2       
 
 
P S Kyrie Gloria Gratias Qui tollis Cum Sancto Credo A12 A16 
X U    A1     
X V       bc  
X D     cn    
X DB vln1        
X GB      A   
X P  T  C1, A2  C1   
X PB  bc    C2, A   
X U/V    A2    B 
X C/G  B       
X PB/C  C       
X G/GB T, B  C2      
X PB/GB B        
X U/PB      C2   
 
 
 
 
P S Kyrie Gratias Qui tollis Credo A16 A14 
H GB/G   B1    
U GB/G     C  
X GB/G T, B C2     
V GB/G    A   
C GB/G/X      bc 
 
 
 
P S Qui tollis Jesu Cum Sancto Credo A13 A15 
D V vln1 B, ob2 vln1, ob1 C2 vln1 C, A, T 
 
 
P S Gloria Gratias Qui tollis Credo A16 A14 
P V bc bc bc A, vln1 vln1 vln1 
 
 
P S Kyrie Gloria Gratias Jesu Credo 
P G vln2 B vla C C1(2), C2(2), A 
 
 
P S Kyrie Gratias Jesu Cum Sancto Credo 
C D bc     
H D ob1 vla    
PB D vla     
X D    cn  
V D   bc   
P D     vln1 
DB D    vln1, vln2, vla  
 
 
P S Kyrie Gloria Credo A12 296c A20 A15 
C X  C      
GB X T      A 
U X       C(2), A 
G X   vla     
V X T  A T    
P X  B   T   
L X      bc  
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and Bass parts result in the insertion of a complete triad to replace the static G; all are 
consequently assigned the primary category of Voicing. The resultant change in motion earns 
each the secondary category Texture, while the Canto I and Bass are assigned the additional 
secondary category Double. This doubling is important to note, as it balances the dual stasis in 
Canto II and Tenor and renders the Alto change more vital in its uniqueness of pitch and contour. 
Similar compound secondary units typically consist of two categories; a single exception 
includes a third category. 
 
Figure 4.33   Mass in C minor, K. 427: ‘Credo in unum Deum’ 
CCATB chorus and continuo, measure 89 
Frequency of occurrence in combination with different primary categories 
 Two compound secondary combinations are found most frequently in the musical 
examples and in association with the greatest number of different primary categories. They are 
Group Break/Group and Texture/Group . Included in both tables (see Figures 4.34 and 4.35) is 
the only compound secondary comprised of three categories, Group Break/Group/Texture. 
Group Break/Group combines with five different primary categories for a total of seven revisions 
that span the two subsets of musical examples. The majority of the examples are found in the 
choral voices in the movements of K. 427. It is relevant to note that with the exception of the 
double choir ‘Qui tollis’ movement, neither Group nor Group Break proves to be a significant 
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primary category of change. However, these two categories, alone or in combination, are present 
as secondary influences in each movement of the mass, indicating revisions that tangentially 
affect the interrelationship of the affected parts. 
 
Figure 4.34   Group Break/Group as secondary category: Revisions organized by movement and instrument 
 The compound secondary unit Texture/Group is found less often, in combination with 
only three different primary categories, and only in the mass movement fragments. The 
combination of Texture with Group does not necessarily indicate a simplification or thinning of 
the texture at the point of the revision. Due to the small sample size, it is difficult to determine 
whether the limited number of instruments in the table above is significant or coincidental. What 
does seem of consequence is that Group is a common category in the two compound secondary 
units, indicating that an associated result of each of these revisions is the alignment of key 
characteristics with another voice or instrument. 
 
Figure 4.35   Texture/Group as secondary category: Revisions organized by movement and instrument 
 An examination of all the different compound secondary units reveals Group as the 
component category appearing most frequently, with twelve combinations, followed closely by 
Texture, with eleven combinations (see Figures 4.36 and 4.37). The repeated presence of these 
two elements reveals an interesting dichotomy. The creation of groups aligned in elements such 
as rhythm, motion, or underlay implies an inclination to uniformity, while changes in texture 
P S Kyrie Gloria Gratias Qui tollis Jesu Cum Sancto Credo A12 A13 A15 
D H fg1/2  ob1,ob2 cn2       
D V    vln1 B, ob2 vln1,ob1 C2  vln1 C, A, T 
D C      ob1     
D DB  fg  ob1, ob2(3)  fg2     
D GB    C2  ob1/2     
D PB B,ob1,ob2          
D GB/X    C1       
D DB/V    ob2    bc   
D DB/X    T2       
 
 
P S Kyrie Gloria Gratias Qui tollis Cum Sancto Credo A12 A16 
X U    A1     
X V       bc  
X D     cn    
X DB vln1        
X GB      A   
X P  T  C1, A2  C1   
X PB  bc    C2, A   
X U/V    A2    B 
X C/G  B       
X PB/C  C       
X G/GB T, B  C2      
X PB/GB B        
X U/PB      C2   
 
 
 
 
P S Kyrie Gratias Qui tollis Credo A16 A14 
H GB/G   B1    
U GB/G     C  
X GB/G T, B C2     
V GB/G    A   
C GB/G/X      bc 
 
 
 
 
P S A14 A20 A15 
C X/G  C  
U X/G  C  
DB X/G   bc 
C GB/G/X bc   
 
 
P S Kyrie Gloria Gratias Qui tollis Credo A16 A14 A20 A15 
C X/G        C  
C GB/G/X       bc   
U X/G        C  
DB X/G         bc 
H GB/G    B1      
U GB/G      C    
X GB/G T, B  C2       
V GB/G     A     
C P/G         A 
H C/G  C, A, T        
X C/G  B        
U PB/G     A, T, B     
 
 
 
P S Gratias Qui tollis Credo A14 A20 A15 
C U/X   T, B    
GB U/X B  A    
C GB/G/X    bc   
C G/X     C  
U G/X     C  
DB G/X      bc 
G GB/X  A2     
D GB/X  C1     
D DB/X  T2     
V D/X   C1, B    
DB V/X   A    
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typically result in increased diversity. Each of the movements or fragments present in the 
Texture table above is also present in the Group table. The relative equality of revisions with 
these secondary categories seems to indicate Mozart’s ability to balance these opposing 
influences. 
 
Figure 4.36   Group as compound secondary component: Revisions organized by movement and instrument 
 
Figure 4.37   Texture as compound secondary component: Revisions organized by movement and instrument 
Primary categories with the greatest number of associated compound secondary units 
 Of the thirteen primary categories, revisions classified as Texture and Cadence are among 
the most varied and nuanced and frequently require more than one secondary category to clarify 
the full impact of the revision (see Figures 4.38 and 4.39). In these musical examples, the 
primary category Texture is associated with six compound secondary units; Cadence follows 
closely with five. None of these compound secondary units are held in common and only ‘Credo 
 
P S A14 A20 A15 
C X/G  C  
U X/G  C  
DB X/G   bc 
C GB/G/X bc   
 
 
P S Kyrie Gloria Gratias Qui tollis Credo A16 A14 A20 A15 
C X/G        C  
C GB/G/X       bc   
U X/G        C  
DB X/G         bc 
H GB/G    B1      
U GB/G      C    
X GB/G T, B  C2       
V GB/G     A     
C P/G         A 
H C/G  C, A, T        
X C/G  B        
U PB/G     A, T, B     
 
 
 
P S Gratias Qui tollis Credo A14 A20 A15 
C U/X   T, B    
GB U/X B  A    
C GB/G/X    bc   
C G/X     C  
U G/X     C  
DB G/X      bc 
G GB/X  A2     
D GB/X  C1     
D DB/X  T2     
V D/X   C1, B    
DB V/X   A    
 
 
 
 
P S A14 A20 A15 
C X/G  C  
U X/G  C  
DB X/G bc 
C GB/G/X bc   
 
 
P S Kyrie Gloria Gratias Qui tollis Credo A16 A14 A20 A15 
C X/G        C  
C GB/G/X       bc   
U X/G        C  
DB X/G         bc 
H GB/G    B1      
U GB/       C    
X GB/  T, B  C2       
V GB/      A     
C P/G         A 
H C/G  C, A, T        
X C/G  B        
U PB/G     A, T, B     
 
 
 
P S Gratias Qui t redo A14 A20 A15 
C U/X   , B    
GB U/X B      
C GB/G/X    bc   
C G/X     C  
U G/X     C  
DB G/X      bc 
G GB/X  A2     
D GB/X  C1     
D DB/X  T2     
V D/X   C1, B    
DB V/X   A    
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in unum Deum’ appears on both tables. Revisions of Texture involve only choral voices and are 
found predominantly in the movements of K. 427 in a variety of homophonic and imitative 
settings. Adjustments at the Cadence points are found in balanced numbers in movements of K. 
427 and the mass movement fragments; the sample size is smaller than for Texture, but the 
occurrences appear to be more prevalent in the choral voices, although the sparse instrumental 
notation in the fragments must again be considered in this data. 
 
Figure 4.38   Texture as primary category: Revisions organized by movement and instrument 
 
Figure 4.39   Cadence as primary category: Revisions organized by movement and instrument 
Observations 
 Single or compound secondary categories associated with primary revision results serve 
to further elaborate on each revision to the musical material. In the two subsets of musical 
examples, the most prevalent secondary categories included Voicing, Group, Double, and 
Texture.  
 Voicing, which reorganizes the harmonic structure or adjusts the linear movement of a 
voice part, was paired as a secondary category of change with primary categories Pattern and 
Double, both of which modify the overall texture of a composition. Found predominantly in the 
instrumental parts of the musical examples, these revisions disclose Mozart’s consideration of 
 
P S Kyrie Gloria Gratias Qui tollis Credo A16 
X G/GB T, B  C2    
X PB/GB B      
X C/G  B     
X PB/C  C     
X U/V    A2  B 
X U/PB     C2  
 
 
 
P S Cum Sancto Credo A14 A20 A15 
C D/V ob1/2     
C X/U  T,B    
C GB/G/X   bc   
C X/G    C  
C P/G     A 
 
 
P S Kyrie Gloria Gratias Qui tollis Credo A16 
X G/GB T, B  C2    
X PB/GB B      
X C/G  B     
X PB/C  C     
X U/V    A2  B 
X U/PB     C2  
 
 
 
P S  ct  re  4 20 A15 
C D/V /      
C X/U     
C GB/G/   c   
C X/G   C  
C P/G    A 
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the interrelationship of vertical and horizontal constructions. While these adjustments indicate as 
a primary object the simplification of instrumental texture or the sequential reiteration of 
unifying musical characteristics, they were not made at the expense of harmonic identity or 
integrity of voice leading. Group was the most prevalent secondary category of change in the 
choral parts of K. 427, simultaneously aligning text or similar rhythmic elements while primarily 
revising sequential reiterations of Patterns. Again the secondary results of these revisions 
indicate the successful management of both the local textures of isolated systems with the 
broader framework of the full score, achieving a balance that creates a greater clarity of texture 
and richness of color. 
 Doubling was most frequently found as a method of revision in instrumental parts as both 
a primary and secondary category of change, while adjustments of motion, rhythmic activity or 
density of concurrent parts reconfigured the Texture of the choral lines. These alterations provide 
evidence of Mozart’s attention to variations of overall texture, the balance of uniformity with 
diversity, and the discernment with which the choral parts were developed, retaining their 
inherent naturalness to the voice while embracing sophisticated interrelationships, both within 
the choral medium and with their more straightforward instrumental counterparts. 
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CHAPTER 5 
CONCLUSIONS 
 
Notational process 
 In analyzing his notational process, Ulrich Konrad explains that Mozart composes in 
“clearly defined units of musical meaning.”235 A close examination of the autograph scores 
allows insight to these structural elements through observation of their component parts: 
continuous barlines, notational order of the musical lines, cadential and transitional points, 
textural variety, and density and category of revision. 
 Continuous barlines can serve to mark structural elements: entrances, cadence points, 
transitions, changes in texture and identity. However, these markings may offer only a grid on 
which to group similar instruments, a spatial division to clarify orientation to the page, which in 
itself imparts some structural information. Barline discontinuity can also provide clues to 
structure through vertical alignment and indications of primacy of notational order, as in the 
discontinuous Canto barlines in the first phrase of K. Anh. 13. The choral settings of K. 427 
provide many examples of top-down choral notation; melody-dominated homophonic structures 
are typically set down in this manner, evidenced by vertical alignment of rhythm and barlines. 
Such a complete phrase is often notated in all voice parts, seemingly without consideration of the 
subsequent musical material, and resulting in the necessity of revision at the cadence point to 
facilitate a transition. Harmonically driven phrases typically begin with the continuo and follow 
either a continuing bottom-up notational format, or shift to the highest choral voice and fill in the 
middle voices top-down, the choral Bass in many cases sharing a structural identity with the 
                                                
235 Konrad, “Compositional Method,” 104. 
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continuo line. Text is often applied in the reverse notational order; top-down phrases of musical 
notation are followed by bottom-up notation of underlay.  
 Complex rhythmic structures, found in the upper strings and continuo in K. Anh. 15 and 
the ‘Qui tollis’ of K. 427, present notational difficulties. While the evidence of the autograph 
suggests that these rhythmic patterns were not given primacy of notational order in ‘Qui tollis,’ 
this is not the case in K. Anh. 15; in the later mass movement fragments, the degree of rhythmic 
complexity is a determining factor in notational order. Pervasive imitative textures provide few 
clues to notational order due to the linearity of their constructions, although some indications 
point to a greater amount of material set down at once in each individual voice, compared to 
more homogeneous textures. Notation of imitative entries follows the order of the voicing; 
nuances of development impact the subsequent notational order, with more complex structures 
resulting in less clarity of notational sequence. Text is typically underlaid as the individual parts 
are scored, rather than after a quantity of the complete choral structure is set down, making 
revisions to the union of text and line more immediate. Mozart’s brilliant manipulation of 
underlay results not only in improved clarity of text; through rhythmic invention and strategic 
transparency, he arrives at a wholesale enhancement of the texture. 
 Mozart’s revisions to the mass movements and fragments disclose further aspects of 
construction and compositional integrity. The completely scored choral settings of K. 427 are 
refined by a number of revisions to all choral and instrumental voices; indeed, a surprising 
equilibrium results from an examination of the number and type of adjustments made to the 
instrument classes and subclasses. While the fragments are incompletely notated in upper strings 
and winds, the same parity of attention and emendation is paid to the more completely scored 
choral and continuo parts. More particularly, a cyclical analysis results from consideration of the 
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revisions by way of the structural identities of the musical material: the role of the instrument 
classes in the texture utilized guides the identification of the categories of revision, while the 
types of revisions clarify the function of the instrument classes in the compositional whole. 
Stylistic Ideals 
 We learn of Mozart’s stylistic compositional ideals through the correspondence with his 
father, Leopold, where each points out the successes or shortcomings of other composers’ works. 
Unaffectedness of theme, the elegant progression of musical ideas, use of graceful harmony, 
instrumentation complementary to choral voices: the Mozarts touch on each element to describe 
exemplars of sacred choral music. To these we might add hallmarks of Mozart’s own sacred 
choral compositions – naturalness in the relationship between text and music, and an abiding 
interest in textural diversity, particularly utilizing compositional techniques of imitation more 
thoroughly embraced by an earlier generation of composers. 
 “Of course,” Christoph Wolff declares, “we shall never be able to describe adequately 
Mozart’s (or, for that matter, any other composer’s) artistic impulses, let alone trace the roots of 
his inspiration. The psychology of creativity appears to be a rather nebulous sphere that resists 
critical scrutiny, and, in the final analysis, the nature of creativity cannot be confronted without a 
fair measure of speculation.”236 However, by studying specific examples of repertoire, the 
secondary sources identify a shift in aesthetic goals in Mozart’s later years. While Wolff points 
to the entire Vienna decade,237 Esther Cavett-Dunsby focuses on the final five years, at which 
time she declares, “Mozart’s music became generally less lyrical, more concise and sometimes 
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explicitly experimental,”238 and Paul Corneilson comments on “the new direction Mozart’s 
music was taking in the last months of his life towards a nobler, more popular style.”239 
 Much of Mozart’s output in the choral settings of K. 427 and the mass movement 
fragments is melody-driven, typically sounded by the highest voice in homophonic structures or 
stated equally by all parts in imitative textures. The naturalness of these melodies lies in their 
careful balance of many elements: range and tessitura suitable for the voices or instruments 
sounding them, symmetry of proportion in contour and rhythm, and appropriateness to the 
overall affect of the music. The opening themes of the K. 427 Kyrie provide excellent examples 
of Mozart’s ability to create equilibrium from imbalance. He crafts an asymmetrical phrase, but 
organizes its component parts to interact in such a way that leaves the listener unaware of its 
construction, but moved by its energy. Supported by a bass line that shares elements of its 
identity, Mozart manipulates the lines to sound first in parallel, then in opposing motion, slowing 
one in its cadential approach even as he enlivens the other. Without compromising its character, 
he later manipulates this instrumental theme to assign it text, even while crafting a unique but 
consanguineous vocal line with which it will venture into contrapuntal textures. The myth of 
effortless composition surrounding Mozart often stems from how successfully he achieves this 
unaffectedness, just as the brilliant sophistication of his melodic invention goes 
unacknowledged. However, revisions to the musical examples in this study illustrate the minute 
adjustments necessary to achieve such varied but unaffected voice leading, regardless of the 
texture in which the melody is ultimately employed. In contrast to the K. 427 settings, the 
melodies of the mass movement fragments are shorter, more compact and easily adaptable to 
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different structures. While Mozart continues to imbue his themes with related elements, they 
become subtler in these later compositions, creating an effect of inherent unity that invites closer 
examination. 
 In their descriptions of inferior liturgical compositions, both father and son condemn 
sudden transitions and the precipitous progressions of musical ideas. Evidence of the thorough 
working out of thematic concepts is found throughout the mass movements and fragments, from 
the balanced homophonic statements in K. Anh. 13 and K. Anh. 20, to the imitative structures of 
the ‘Cum Sancto Spiritu,’ and ‘Gloria in excelsis,’ as well as the hybrid constructions of the 
Kyrie settings of K. 427 and K. Anh. 15. Elegant transitions are particularly evident at cadence 
points, where rhythmic adjustments were made to progress from one musical idea to the next, 
whether through the prolongation of cadential material to fully anchor the themes before moving 
on, the shortening of cadence points to achieve a subtle dovetailing of voices, or the insertion of 
unique linking material to provide a bridge. Likewise, Mozart’s characteristic enlivening of 
melodies as they approach a cadence creates an energy that organically advances the music.  
 Mozart’s abiding interest in imitative textures is demonstrated in the formal constructions 
of the K. 427 mass movements. The white note fugue of the ‘Cum Sancto Spiritu,’ accompanied 
by its faster moving countersubject, evokes earlier compositional ideals; Mozart embraces and 
modifies these traditional techniques through the use of inversion, stretto and the pervasive 
development and patterning of free counterpoint derived from the melodic source material. But 
perhaps more striking is the architectural grounding that creates structure and coherence in the 
midst of perpetual linear motion. By crafting patterns of interaction that depart from traditional 
fugal constructions, marking the cadences with dramatic dynamics, and allowing the instruments 
to venture beyond a purely supportive role through increased independence and diversity, Mozart 
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engages with an earlier technique while retaining his own compositional voice. Wolff observes 
that in 1784, composition becomes more difficult for Mozart. “The pace of creating new works 
slows down; structures and textures display greater complexity and sophistication; the harmonic 
language shows more differentiation. In general, the intellectual dimensions of musical 
composition increase significantly and hence the act of composition takes a lot more time.”240 
Mozart’s approach to harmony is consistent throughout the mass movement compositions. His 
modulations, whether a harmonically unsettled phrase such as the brief homophonic section of 
K. Anh. 15, or an entire movement that serves as a transition, as does the ‘Gratias,’ are structured 
to move logically and steadily to their arrival point, often through the use of harmonic patterning. 
And while the later fragments do not offer extensive examples of imitative structures such as 
those found in K. 427, their shifting alliances of voices, canonic or fugal activity and loosely 
imitative structures demonstrate Mozart’s tendency to hybridization through greater textural 
diversity and sophisticated melding of contrasting characters.  
 The instrumentation selected for these mass constructions, while often unlabeled in the 
fragments, follow standards of contemporary composition; however, their different roles serve to 
enrich the texture and enhance the expressive quality, as well as the structural coherence, of the 
music. The winds, when notated, play a supporting role in the choral settings of K. 427. Oboes 
and bassoons predominantly double choral or string constructions, brass and timpani typically 
offer rhythmic punctuation or sustained harmonic support. The incompletely notated wind parts 
of the mass movement fragments imply the possibility of less subservient textures, notably in the 
linking material in K. Anh. 14, sounded in both the strings and winds separately and as the basis 
of the choral double canon. String roles include the introduction of thematic material, elaborated 
or straightforward doubling of the choral parts, harmonic support through motor constructions, or 
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the development of contrasting rhythmic motives that contribute to the character of the work: 
each of these functions is inhabited in the mass movements of K. 427. More independent string 
writing is found in the double fugue of K. Anh. 16; it is possible that with further development of 
these fragmentary compositions and the inception of additional liturgical works, Mozart would 
have explored novel choral/instrumental textures hinted at in these structures. “Mozart’s unique 
treatment of the orchestra,” Wolff suggests, “…is clearly among the most important [of his 
compositional innovations], especially as regards the composer’s aesthetic goal to individualize 
the qualities of a single work, to give the piece its own unmistakable identity.”241 
 This study also includes a comparative analysis of the revisions Mozart executed in the 
autographs. Daniel Heartz indicates that “[a]rtistic maturity cannot be measured by statistical 
means, like so many rings on a tree.”242 While this is undoubtedly true, much can be learned 
about Mozart’s aesthetic goals from studying these revisions. Ian Woodfield, in examining 
Mozart’s compositional methods, writes, “Visible alterations in the autograph usually concern 
minor matters such as refinements of figuration, instrumentation or dynamics. These provide 
fascinating insights into Mozart as a reviser of his own music…As a perfectionist, Mozart never 
ceased to look for small details which could be improved.”243 Several examples have been cited 
of Mozart’s skillful revision of musical material upon the application of text underlay. Due to the 
incomplete instrumental scoring in the mass movement fragments, many of the revisions to these 
works focused on the interplay between the choral voices. However, in all the musical examples, 
alterations of this type typically include or are motivated by adjustments in syllabification and 
frequently necessitate rhythmic adaptation. The direct or tangential result is often an adjustment 
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of texture; sometimes simplified through textual alignment, and at other times enlivened by 
subtle or deliberate disunity. The instrumental parts are defined by their relationship to the 
overall texture and particularly to the choral voices, with modifications typically resulting in 
structural coherence in the winds, increased diversity in the strings, and enriched orchestral color 
through heterogeneity of timbre. Such flexibility of construction demonstrates dexterousness of 
invention and thorough comfort with the compositional process of the genre and forces at hand, 
which Mozart consistently betrays while articulating a clear global intention for the interaction of 
instrument groups and chorus. 
 Wolff admits that, “it is hard to define, or find a common denominator for, the musical 
style of Mozart’s later years.”244 However, the evidence of the late liturgical compositions points 
to an eloquence of text setting, a richness and flexibility of texture, and the use of instrumental 
colors that result in an expanded expressive capacity. Although little considered in the broader 
scope of his compositions, the great torso of K. 427 and the mass movement fragments of the 
final Vienna years testify to Mozart’s creation of “a body of music that embraces the entire 
gamut of human and divine.”245  
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APPENDIX A: W. A. MOZART - WORKS LIST: SACRED MUSIC 
 
K K6 Title Key City Year 
20 20 “God is our Refuge” g London 1765 
33 33 Kyrie F Paris 1766 
35 35 Die Schuldigkeit des Ersten Gebots (oratorio)  Salzburg 1766/7 
42 35a “Wo bin ich, bittrer Schmerz” (sacred singspiel)  Salzburg 1767 
-- 33c Stabat mater   by 1768 
139 47a Missa c Vienna 1768 
49 47d Missa brevis G Vienna 1768 
47 47 “Veni Sancte Spiritus” C ?Vienna 1768 
117 66a “Benedictus sit Deus” C Salzburg or Vienna 1768/9 
65 61a Missa brevis d Salzburg 1769 
66 66 Missa C Salzburg 1769 
85 73s Miserere a Bologna 1770 
86 73v “Quaerite primum regnum Dei” (antiphon) d Bologna 1770 
118 74c “Betulia liberata” (azione sacra)  Italy/Salzburg 1771 
109 74e Litaniae Lauretanae Beatae Mariae Virginis B! Salzburg 1771 
108 74d “Regina coeli” C Salzburg 1771 
72 74f “Inter natos mulierum” (offertory) G Salzburg 1771 
89 73k Kyrie (canon) G Salzburg 1772 
90 90 Kyrie d Salzburg  1772 
223 166e Osanna (study manuscript) G ?Salzburg 1772 
A18 166f Kyrie (fragment) C Salzburg 1772 
A19 166g Kyrie (fragment) D Salzburg 1772 
125 125 Litaniae de venerabili altaris Sacramento B! Salzburg  1772 
127 127 “Regina coeli” B! Salzburg 1772 
143 73a “Ergo interest, an quis” G Italy or Salzburg 1773 
167 167 Missa C Salzburg 1773 
165 158a “Exsultate, jubilate” (motet) F Milan Salzburg 
1773 
1779/80 
140 Anh. C1.12 Missa brevis G Salzburg 1773 
192 186f Missa brevis F Salzburg 1774 
194 186h Missa brevis D Salzburg 1774 
195 186d Litaniae lauretanae Beatae Mariae Virginis D Salzburg 1774 
193 186g Dixit and Magnificat C Salzburg 1774 
A23 166h “In te Domine speravi”  Salzburg  1774 
220 196b Missa C Salzburg mid 1770s 
222 205a “Misericordias Domini” (offertory) d Munich 1775 
262 246a Missa longa C Salzburg 1775 or 1776 
258 258 Missa brevis C Salzburg 1775 or 1776 
259 259 Missa C Salzburg 1776 or 1775 
257 257 Missa C Salzburg  1776 
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K K6 Title Key City Year 
243 243 Litaniae de venerabili altaris Sacramento E! Salzburg  1776 
260 248a “Venite populi” (offertory) D Salzburg  1776 
275 272b Missa B! Salzburg by 1777 
273 273 “Sancta Maria, mater Dei” F Salzburg  1777 
277 277 “Alma Dei creatoris” F Salzburg 1777 
A1 297a Miserere (8 mvts)  Paris by 1778 
A12/322 296a Kyrie (fragment) E! Salzburg early 1779 
317 317 Missa C Salzburg 1779 
- 321a Magnificat C Salzburg 1779 
321 321 Vesperae de Dominica C Salzburg  1779 
141 66b Te Deum C Salzburg ?1779 
146 317b “Kommet her, ihr frechen Sünder” (aria) B! Salzburg ?1779 
276 321b “Regina coeli” C Salzburg ?1779 
- 296c Sanctus (sketch) C  1779/80 
337 337 Missa C Salzburg 1780 
339 339 Vesperae solennes de Confessore C Salzburg 1780 
427 417a Missa c Vienna & Salzburg 1782-1783 
469 469 Davidde penitente (cantata)  Vienna 1785 
471 471 Die Maurerfreude (cantata)  Vienna 1785 
429 468a “Dir, Seele des Weltalls” (cantata)  Vienna ?1786 
343 336c “O Gotteslamm”; “Als aus Ägypten” (German church hymns) F; C Prague or Vienna ?1787 
A14 422a Kyrie (fragment) D Vienna 1787-89  
A16 196a Kyrie (fragment) G Vienna 1787-89 
A20 323a Gloria (fragment) C Vienna 1787 or later 
A13 258a Kyrie (fragment) C Vienna 1787-91  
341 368a Kyrie d ?Vienna ?1787-91 
566 566 Handel/Acis and Galatea HWV 49a  Vienna 1788 
572 572 Handel/Messiah HWV 56  Vienna 1789 
A15 323 Kyrie (fragment) C Vienna 1790 or later  
591 591 Handel/Alexander’s Feast HWV 75  Vienna 1790 
592 592 Handel/Ode for St. Cecilia’s Day HWV 76  Vienna 1790 
618 618 “Ave verum corpus” (motet) D Baden 1791 
619 619 “Die ihr des unermeßlichen Weltalls Schöpfer ehrt” (cantata)  Vienna 1791 
623 623 “Laut verkünde unsre Freude” (cantata)  Vienna 1791 
626 626 Requiem d Vienna 1791 
 
from Ulrich Konrad, Mozart: Catalogue of his Works,  
trans. J. Bradford Robinson, Kassel:Bärenreiter-Verlag, 2006. 
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APPENDIX C: MASS IN C MINOR, K. 427 – WATERMARK TABLE 
 
Leaves 
(Foliation) 
NMA 
Wmk 
Wmk 
Year Systems Pagination Movement 
1-4 (4) 
5-6 (2) 
56 1781-7 12 1r-6v  Kyrie 
7r Kyrie + timpani 
7v single deleted measure laid out in full score 
8r-10r Gloria in excelsis 
7-10 (4) 11 
1768 
(1783) 
12 
2 bifolia  
2a, 3a 
10v  [blank] 
11-14 (4) 61 1782 12 11r-14v  
15 60 1782/3 12 15 r/v  
16 r/v  
16-17 56 1781-7 12 
17 r/v  
18 
(4) 
60 1782/3 12 18 r/v  
19r  
Laudamus 
19v-20r Gratias 
20v-22v Domine 
23r-27v Qui tollis 
19-32 
 
(2,4,4,4) 
60 1782/3 12 
28r-32v  
33-36 (4) 56 1781-7 12 33r-36v  
Quoniam 
37r Jesu Christe 
37-40 (4) 60 1782/3 12 
37v-40v  
41r-47r 
Cum Sancto 
41-47 
47v  [blank] 
47a 
(4,4) 
47a r/v   [blank] 
48r-55r Credo 
55v-62v Et incarnatus 
48-63 
 
(4,4,4,4) 
56 1781-7 12 
63 r/v  [blank] 
4 leaves: 
1r 
1v-2v 
3r 
3r-4r 
4v 
Wind parts: 
Gloria (bsn) 
Qui tollis (ob, bsn, hn) 
Jesu Christe (bsn) 
Cum Sancto (bsn) 
[blank] 
9 leaves inserted 
after p. 63 
 
(4,4,1) 
62 1783 
10 
(ruled in 
Salzburg) 
5 leaves  
labeled A-E  
Wind parts: 
Sanctus 
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APPENDIX D: MASS IN C MINOR, K. 427 – REVISION TABLES 
 
 
The following tables include information for each observable revision, itemized by Page, 
Measure, Beat, Instrument or Voice, each using standard abbreviations. The abbreviations listed 
below are used to describe Method of Alteration, Element of Change, Primary and Secondary 
Results. The final column in each table includes explanatory notes. 
 
 
METHOD 
D   Deletion 
E   Erasure 
I  Insertion 
O   Overwritten 
 
ELEMENT 
P   Pitch 
R   Rhythm 
T   Text 
N  Notation 
 
RESULT 
?   Unknown 
L  Layout 
C  Cadence 
X  Texture 
H  Harmony 
U  Underlay 
V  Voicing 
D  Double 
DB  Double Break 
G  Group 
GB  Group Break 
P  Pattern 
PB  Pattern Break 
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!
Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
        KYRIE 
1r mg  2 cl C O N L  layout; timp label, clef changed to 2 cl 
1r mg  tp I N L  inserted between staves with clarini, notated at close of mvt 
1r mg  2 fg O N L  layout; clarini label, clef changed to 2 fagotti 
1v 8 2 A O P V G G4 ! C4, tonic instead of tripled 5
th; G4 
in C, G3 in B, groups motion parallel w/C 
1v 9 1 ob2 O P V DB E!4 ! G4, undbl from A 
1v 9 4 bc D/O N H  bc figure on E! 5 ! 6 
1v 10 3-4 bc E P V  arpeggiated triad revoiced 
2r 15 1 fg1/2 O P D H C3 ! G3 anticipates CM in next beat doubles vla beats 1.75-3 in dotted motive 
2r 16 1-3 vla E/I/O P/R V G 
rests ! half note E!, provides tonic; 
groups rhythmically with vln1/A, doubles 
pitches of bc/bsns 
2r 17 2-3 ob1 O R DB  C5 quarter note to half note, provides 5th 
2r 18 2-3 vln1 O P/R X DB rests ! dotted rhythm; undoubles from C 
2r 18 3-4 B D/E/O P/R D PB doubles bc; chg rhythm from first choral statement of str theme – C in m. 13 
2r 20 3-4 C E/O T U  
shortened “-elei-” of “eleison” with 
corrected placement of “-son” on bt.3, 
retains text stress 
2r 20 3-4 T E/O T U  
shortened “-elei-” of “eleison” with 
corrected placement of “-son” on bt.3, 
retains text stress 
2r 20-21 4-1 A D R U  deleted tie over bar line allows underlay to align with C/T, retain text stress 
2v 22-23 1-4 ob1 E P D  indecipherable ! simplified doubling of C/vla1 
2v 22-23 1-4 ob2 E P D  simplified doubling of A/vla2 
2v 23 3-4 vla 1 E/O R D  quarter note ! half, simplified doubling of C 
2v 24 1-4 fg1 E R D  G4 quarter note ! whole, doubles ob2 8vb 
2v 24 1-4 fg2 E R G  D4 quarter note ! whole, groups w/ob/fg1 
2v 24 1 T O R/P GB X quarter rest ! dotted quarter note; un-groups from B 
2v 24 2 T O R/P V X G3 ! D4 8th note 
2v 24 4 C - N U PB broken beams imply intended 2
nd Kyrie, 
notated eleison 
2v 24-25 4,2,4 C I P H P 
A" inserted in 16th note figures 3 times; 
repeats A figure 2 beats later, integrated " 
in A & vla 16ths 
2v 26 1 ob1 E/O P H D # ! ", extra ledger line; first note now doubles fg2  
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!
Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
3r 30 3 vln2 E R P G 
8th rest ! quarter note, continues 
rhythmic pattern/grouping 27-30 in 
vln2/vla/bc 
3r 30 4.5 vln1 O P P  #!!, maintains lowered 3
rd in middle of 
each 16th note figure 
3r 31 4 vla 1 I/O P V  doubled quarter note C4 ! D4 
3r 32 1 cn1/2 O R C GB 
8th rest ! 8th notes un-groups 
rhythmically from ob/fg; creates 
smoother, stronger cadence 
3v 43 1 B D T U GB “-ste” of “Christe” deleted; T is paired, underlay correct; un-groups from C/A 
4r 44 1-2 T E/O R X G/GB 
half note ! quarter note/quarter rest; 
groups T/B together rhythmically, un-
groups from C/A, results in terraced 
releases 
4r 44 1-2 B E/O R X G/GB 
half note ! quarter note/quarter rest; 
groups T/B together rhythmically, un-
groups from C/A, results in terraced 
releases 
4r 48 2-4 C O T U PB 
symbol for repeated text (÷) “eleison” ! 
“elei-”, text underlayed only in C/B, B 
matches corrected underlay but with 
different rhythm 
4r 48 3 B O R X PB/GB closed notehead ! half note E3; un-groups rhythmically from C/A/T  
4r 50 1-2 solo C E/O R PB  
B4-A4G4-F4, possibly quarter ! +2 8th 
notes (with slur)+quarter or 8th note+2 16th 
notes (with slur)+quarter ! dotted quarter 
! + 8th+quarter; differentiates from 
rhythm in m. 54; simpler version first 
4v 56 3 bc O R G GB 
quarter note ! 8th note/8th rest, un-groups 
rhythmically from solo C, groups 
rhythmically with strings  
5r 64 4.5 bc O N H  bc figure 6/4 ! 8/6 (E" to g#) 
5v 73 2-3 C O R PB P/U 
quarter note ! half note, changes pattern 
established in m. 11; establishes new 
pattern for m. 75 
5v 75 2-3 C O R P  quarter note D5 ! half note (see m.73) 
5v 75 3 vln2 E N P  
natural sign erased, would be unnecessary 
next to note scored (C5), next note is B!, 
perhaps considered starting next figure 
with B!, retained pattern 
5v 76 3-4 vla O/D P/R PB D 
quarter note G4 + quarter rest ! 
continued dotted rhythm to double bc; 
breaks pattern from m. 71-75 bc/vla/fg 
5v 76 3-4 ob2 O/D R D PB quarter note G4 + quarter rest ! half note G4, doubles A on bt. 4 
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!
Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
5v 76 4 ob1 O/D P D PB quarter rest ! quarter note D5, doubles C 
6r 83 3-4 cn1 O R G DB 
quarter note ! half note, un-doubles 
rhythmically from clarini, doubles ob1, 
groups with ob2/fg1/2 
6r 83 4.75 C D T U  
last syllable of “Kyrie” deleted from under 
last 16th note; relocated to first note of 
next measure 
6r 83 4.75 A D T U  
last syllable of “Kyrie” deleted from under 
last 16th note; relocated to first note of 
next measure 
6v 84 2.5 A E T U  
first measure of 6v, underlay is “e” (of 
“Kyrie”), erased underlay is “le-”, 
replaced with “elei-” 
6v 85 2-3 bc E R C D 
half note ! dotted quarter followed by 3 
descending 8th notes; sim. m.26; transition 
to restatement of opening material in 
tonic; doubled by vln2/vla/fgs 
6v 85 3-4 cni O P/R G  
quarter note G +quarter rest ! 4 8th notes; 
groups with linking anacrusis notes in 
fg/vln2/vla/bc 
6v 89 4 vln1 O P P  
4 16th notes, parallel correction to m. 30 
but not same key/pitches; continues 
established pattern  
7r 91 1 vln2 D R GB  quarter note E4 ! whole note E4 ungroups rhythmically from choir/bc 
7r 91 1 C O R P C 
quarter note C5 ! 8th note; sets up pattern 
of 8th notes + rests on bts. 1&3 to final 
cadence 
7r 91 1 A O R P C 
quarter note E4 ! 8th note; sets up pattern 
of 8th notes + rests on bts. 1&3 to final 
cadence 
7r 91 1 T O R P C 
quarter note C4 ! 8th note; sets up pattern 
of 8th notes + rests on bts. 1&3 to final 
cadence 
7r 91 1 B O R P C 
quarter note A!3 ! 8th note; sets up 
pattern of 8th notes + rests on bts. 1&3 to 
final cadence 
7r  91 1 bc O R P C 
quarter note A!2 ! 8th note; sets up 
pattern of 8th notes + rests on bts. 1&3 to 
final cadence 
7r 93 2 A (tbn) D N L  A quarter rest deleted, overwritten with A trombone part 
7r 91 3 bc E P V  # on F3 line, F#2 notated, 8ve displacement, continues to double B 8vb 
!
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Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
        GLORIA 
8r 7 3 B O R X C/G 8
th C3 ! quarter; groups rhythmically 
with other choral voices 
8r 7 3 C O R C X quarter C5 ! 8
th; added flag; ungroups 
rhythmically from choral voices 
8v 8-9 4-1 cn1/2 D N DB  ties between measures deleted, un-doubles from C  
8v 9 1 cn1/2 D R/P P DB 
half C4/C5 ! quarter C4/C5-E4/E5, 
establishes pattern in cn1/2, supports 
harmonic rhythm 
8v 10 2 ob2 O R D  quarter G5 ! half; doubles C 
8v 10-11 4-1 cn1/2 D N DB  
ties between measures deleted, un-
doubles from B  
8v 11 1 cn1/2 O R/P P DB half C4/C5 ! quarter; continues pattern in cn1/2, supports harmonic rhythm 
8v 11 3 B O R/P P G 8
ths C4-B3 ! 8th C4 + 16ths B3-A3; 
repeats pattern from C m.9 
8v 11 4 B O R P X quarter G3 ! 16ths B3-A3+8th  
8v 12 1 B O R P C quarter C4 ! 8ths C4-C3 
8v 12 1.5 T O P PB P 16
th F4 ! G4, doesn’t follow pattern in C 
m.10, sets up new for C m.12 
8v 14 3-4 T O R/P X P half C4 ! ascending 16th note scalar passage E3-D4, establishes pattern 
8v 15 2 bc D R/P X PB quarter rest ! C3, ends pattern from m.9, increases rhythmic activity  
9r 15 3 T D R X  8th rest ! half rest; simplifies texture 
9r 15 3-4 C O R/P X PB/C quarters E5-C5 !16
th note pattern 
leading to G5 whole note in m.16  
9r 18 3 T E/O ? ?  indecipherable ! by 8th rest  
9v 24 1-4 C E/D R/P U  whole G4 ! dotted half + quarter, allows “in” to fall on unstressed beat 4 
9v 26 2.5 C O P H C/G 8th A4 ! B!4, delays harm. resolution 
9v 26 2.5 A O P H C/G 8th F4 ! G4, delays harmonic resolution 
9v 26 2.5 T O P H C/G 8th F3 ! E3; delays harmonic resolution 
9v 27 1-4 C E R/P X  whole rest ! half notes A4-G4, texture change 
9v 27-31 4.5 vln1  N L  
bar lines spaced for voices, complex 
rhythmic pattern doesn’t fit, m. 31 - 
repeat symbol to catch up  
9v 27-31 1-4 C D T U  
syllabic text setting of “bona volunta-” 
rewritten as one syllable per measure  
9v 29 1 bc D N H  !6/"4/2 ! !7/"5 
9v 31 3 bc E/D P P V quarter F2 ! A!2; continues chromatic descending line  
10r 34 3 T O P P  8th A3 ! G3, follows pattern from m. 12 
10r 57 3 ob1 D N G  " ! A!, grouped with vln1/2  
back 
inst. 11 4 fg1 E/O P D DB 
quarter B!3 ! G4; doubles T, undoubles 
fg2/bc 
 225 
 
 
 
 
 
 
 
 
 
 
Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
back 
inst. 12 1 fg1 E/O P/R D DB 
quarter C4 ! 8th G4, tied from m.11 bt. 
4; doubles T, undoubles fg2/bc 
back 
inst. 
22-
32 - fg1/2 E/O N L  
12 meas. of rest changed to 11; m.33 is 
fg1 bt. 4 pickup to double T entry at sign 
 
 
 
 
 
Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
        GRATIAS 
19v mg  2 cn C D N L  change key to corni in C (from G) 
19v 1 1-2 C2 E R X GB/G rhythm was same as C1, ! group rhythms with A 
19v 3 1  B O R GB X/U quarter note ! 8th note, un-groups from all other voices 
19v 3 4 C1 E/O P V  C5!D#5 
19v 3 4 B O T U G “magnam” ! repeated “propter”, unifies underlay  
19v 3 4.5 bc E P ?  indecipherable !D#3 
19v 4 2 bc O P P V quarter note G2 ! G3, 8ve displacement matches pattern in bc m.2-3 
19v 5 1 ob1 D R D H 8th notes C#5-D5 ! quarter notes, new rhythm doubles C1, removes NCT 
19v 5 3 bc E/O N H  #5!¿/!5 
20r 9 1 ob2 E/O R D H 8th notes F4-E4 ! quarter note E4, doubles A, removes NCT 
20r 9 4.5 bc E/O P H  dotted 16
th note F3 ! G#3; follows 
figure 
20r 10 2.5 vln 1 O P H  dotted 16
th note A4 ! B4; arpeggiated 
dm ! b°  
20r 10 2.5 vla O P H D dotted 16
th note A3 ! B3; arpeggiated 
dm ! b°; doubles bc 
20r 11 4 vla E/O R/P P G 
quarter note C4 ! descending dotted 
rhythm grouped with bc, continues 
pattern m.1-9 of vla/bc playing dotted 
rhythm on bt.4 
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Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
        QUI TOLLIS 
23v 6 1 T1 O P V  quarter B3 ! D4 
23v 9 1 C2 E/O R V PB quarter rest ! half rest; T2 introduces next phrase  
23v 9-11 3-1 bc E/O N H  figures changed; indecipherable 
23v 11 4 C2 O T P U “qui” ! “pec-”, establishes pattern for C1 in m. 12-13  
24r 11-12 4-1 A1 D N/R U  ties between measures deleted 
24r 12 3 T2 O R G  quarter F3 ! half, groups rhythm w/ A2 
24r 13 2-3 T2 O P DB V quarters G3-B3 ! C4-F3, undoubles T1 
24r 15 1 A2 D P V  quarter F4 ! D4 
24r 17 1 A2 E R X P quarter rest ! half rest; follows pattern, continues dialog 
24r 17 3.5 C1 D P H  B!4 ! B"4 
24r 17 3.5 C1 O R PB U/P 
quarter B"4 ! 8ths; unpatterns rhythm 
from previous dialogue, changes text 
underlay; establishes pattern for m.46 
24v 19 2 C1 O R X P quarter E5 ! half, rhythmic contrast with rest of choir 1, establishes pattern 
24v 21 2 A2 D R/P H  open note head G4 ! quarter C4 
24v 21 2 bc E/O P H  rhythmic motive D3 ! C3 
24v 21 3 T1 E/O P V  quarter B3 ! G3 
24v 21 3 T2 O P V  quarter G3 ! B"3 
24v 21 1-2 B1 I/O R/P H GB/G half C3 ! quarters D3-C3; un-groups rhythm from C1, groups with A1/T1, B2 
24v 21 3-4 B2 O P/R G GB 
quarter and 8th B2 ! half, un-groups 
from T2 rhythm/underlay, groups with 
A2 rhythm/underlay + A1 m.22 
24v 22-23 3-1 B2 E/I R/T G U 
“toll(is)” ! “tol-”, tie added across 
barline; groups placement of 2nd syllable 
with 6 other voices  
24v 23 4 B1 D T G U/DB  “qui” ! “pec-”, aligns text w/B2 m.24 
25r 24 1 T1 O N/P H  quarter F#4 ! F!4 
25r 25 3 A2 E/I R/P X U/V half A4 ! quarters A4-F#4, underlay changed, creates more complex texture  
25r 25 3 bc E/O N H  6/!5/3 ! "7/!5/3 
25r 26 1 T1 O P V  quarter B3 ! D3 
25r 26 1-4 A2 E/O/I P/R U G quarters G3-D4 ! dotted half D4; groups pitch w/T1, underlay with B1/B2 
25r 26 1-2 T2 D/I P/R D DB/X half D4 ! quarters B3-G3; probably doubles A1, thins texture 
25v 31 3 C1 E/O R G GB B"4 8
th note ! dotted 8th-16th; groups 
rhythm w/A2, ungroups from C2/T2/B2 
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Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
25v 32 1-2 C1 E/O R/P D GB/X 
quarter G4+8ths A4-B4 !half D5, 
doubles C2, un-groups rhythm A1/A2,  
thins texture 
25v 32 1-2 C1 E/O R/P D GB/X 
quarter G4+8ths A4-B4 !half D5, 
doubles C2, un-groups rhythm A1/A2,  
thins texture 
25v 32 1-2 T2 E/O R/P G V 8
th D4+quarter F#3 ! 8ths G3-A3-B3; 
groups rhythm with T1 
26r 36 3-4 T1 E P G V quarters F4- E!4 ! quarters C4-C4; groups pitch with T2 
26r 37 3.5-4 A1 E/O R/P DB V 
16ths A4-A4 + 8ths G4-A4 ! 16ths D4-D4 
+ 8ths C#4-A4; undoubled T2 
26r 38 1 A2 D P V  quarter F#4 ! D4 
26v 40 1-2 C1 D T U  “tollis” ! “sedes”, inadvertent text sequence error on page turn 
26v 40 2 A1 D/O T U  “qui” ! “ad” 
26v 40 3-4 A1 O/I R U X quarter A4 ! dotted 8
th -16th, 3 quarter 
notes (“qui sedes”) altered for new text 
26v 40 3-4 A2 D/I R/P G GB/X 
half G4 ! quarter rest+quarter A3, un-
groups from T1/T2 and B1/B2, groups 
with C1 
26v 40 3-4 bc E/O P P V changed 8ve voicing, establishes 8ve pattern in bc  
26v 41 1 vla D N H  A" ! A!  
26v 41 3 A2 D/O P V  quarter A"4 ! D4 
26v 41 3 bc E N H  (possibly) 6/4 ! "7/!5/3 
26v 43 1-4 C2 E P/R D GB whole A4 ! half notes B4-A4, doubles C1, ungroups rhythm from T1/B1/B2 
26v 44 3.5 A1 D N/P H  quarter E!4 ! E"4 
27r 46 3.5-4 C1 I/O R PB U/P 
quarter G5 ! 8ths G5-G5; unpatterns 
from previous dialogue, changes text 
underlay; follows m.17 pattern 
27r 46-47 
4.5-
1 C1 - R/T U  
tie remains between bars; underlay 
contradicts 
27r 50 1.75 vln1 D/O P D V 32nd B4 ! G4, doubles C2 
back 
inst. 
39-
40 3-2 ob2 D/O P/R D DB 
half D5 tied over barline to half D5 ! 
half B!4 tied to quarters B!4-B"4 
back 
inst. 4 1 fg O P ?  indecipherable pitch change 
back 
inst. 5 2-4 ob2 E/O P/R ?  indecipherable ! half G4-quarter A4 
back 
inst. 7 2-3 ob2 E/O R/P D DB 
half G4 ! quarter G4-half C5; begins to 
double C2, undoubles A2 
back 
inst. 7 1-2 ob2 D/I R/P D DB/V half G4 ! quarter G4-half C5; double C2 
back 
inst. 12 3 fg E/O R/P D  
half A"3 ! quarters A"3-G3; doubles 
A1 
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back 
inst. 20 3 ob1 O/I R/P D DB quarter C5 ! quarter rest; doubles C2 
back 
inst. 20 2-3 ob2 E/O R/P D DB 
half G4 ! quarter G4-half C5; begins to 
double C1, undoubles A1 
back 
inst. 37 1 tbn2 O/D N D  quarter E! ! E"; doubles T2 
back 
inst. 46 1-4 cn2 E/O P D H 
whole G3 ! D3, doubles pedal D in 
cn1/bc/B1/B2 
 back 
inst. 50 1 ob1 D N H  B!5 ! B"5 
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Page Meas Beat Inst/Vc Mtd Elmt Result 1 Result 2 Detail 
        JESU CHRISTE 
37r 2 1.5 T E N H  D!4 ! D4 
37r 3 2 bc O P V D 8th note C3 ! C4, 8ve displacement; doubles B 
37r 3 2 B O R G  quarter notes C4, B3 ! 8
th notes, rhythm 
grouped with SAT 
37r 3 3 B O R G  quarter note A3 ! half note; rhythm grouped with AT 
37r 4 3-4 T O/I P/R G GB 
8th rest-quarter note D3-8th note G3 ! 
8th rest-3@8th notes D3-G3-B"3, un-
groups from C, groups with A/(B)  
37r 4 3-4 B O/I P/R G GB 
8th rest-quarter note B2-8th note G3 ! 8th 
rest-3@8th notes B2-D3-G3, un-groups 
from C, groups with A/(T)  
37r 5 3 C E/O R P G quarter rest ! 8th rest; continues pattern from m.4, ATB same rhythm pattern 
37r 6 2 ob2 D P D V last 32nd note changed from D5 to B4, doubles fg 2  
37r 6 3-4 B E P D V half note G3 ! G2, doubles bc 8ve !!!
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        CUM SANCTO 
38r 25 1-4 ob1 E P D V whole rest ! whole notes F4/G4; possible G4 originally for Ob2, doubles C+A 
38r 28 1 B E T U  first syllable “amen” placed below quarter rest 
38v 35 1 C O R C  quarter C5 ! half C5 
38v 35 1 vln1 O R C  quarter C5 ! half C5 
38v 35 1 cn1 D R DB  quarter C5 ! whole C5; undouble T/va/fg 
38v 36 1-2 vla O N PB  staccato under 4 8
ths ! slur; unpattern 
from m.27: vln2, m28: vla, m32, 34: vln1 
38v 37 3-4 C  T U  no second syllable of “amen;” next measure begins word again; inadvertent  
39v 57 1 T O P V  quarter G3 ! B3 
39v 57 1 B O R C G quarter E3 ! half E3, groups with C/A 
39v 57 1-2 C O R C  quarter E4 ! half E4 
39v 57 1-2 vln1 O R C G quarter G4 ! half E4; groups w/C,A,B 
39v 57 1-2 vln1 O P D V quarter G4 ! half E4; doubles C, A 
39v 57 1-2 vla O R C G quarter G3 ! half G3; groups with vln, C, A, B 
39v 57 3-4 ob1/2 O/I R/P D GB half rest ! quarter E4; doubles A, ungroups from strings 
40r 62 1-4 cn2 D/O R/P H  whole C4 ! quarters C4-F4+half D4 
40r 63 3-4 A E/O P P PB 8
ths G4F#4G4A4 ! G4A4F#4G4, repeats 
pattern from A m.58-9 
40r 66 1 T E/O T U PB 
“-men” overwritten with dashes, extends 
“a-”, would have established pattern T 
m.68-9 
40r 66 2-3 vln2 O P V DB 8
ths C4+quarter C4 ! 8ths A3+quarter A3; 
undoubles from vln1 
40v 72 2-4 vla E/O P ?  3 quarter notes, indecipherable 
40v 72 4 vln2 E/O P V  quarter F4 ! C4 
41r 81 1 ob2 O P/R DB  quarter rest ! quarter F4 
41r 83-87  cl1/2 E P/R L  whole measures erased; notes reassigned to corni or undoubled 
41r 86 3.5-4 A E/O P P  3 8
ths, indecipherable, follows pattern A 
m.85 
42r 100 3-4 vla E/O P/R DB D indecipherable, ! quarter A3+8
ths  F!3, 
doubles B, bc; probably un-doubles T 
42r 100 3-4 vln1 E/O P/R DB D half D5 ! quarter D5+8
ths F4; undoubles 
C, doubles B, bc 
42r 100 4 vln2 O/I P/R DB D whole A4 ! dotted half A4+8
ths F4; 
undoubles A, doubles B, bc 
42r 101 1-2 ob2 E/O P/R D  half D5 ! quarters D5+C5, doubles vln2 
43v 125 1-2 C O/D P H  8ths  A4B4A4G#4 ! E5D5C5B4 
43v 127 1-2 T D P P  half G3 ! C4, completes subject pattern  
43v 131 1-4 A O T U  “s” of “spiritu” ! “-to” from “sancto” 
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44r 138 1 cn1/2 O P GB D/PB 
half D5 ! quarter D5/G4; ungroups from 
vlns, A, B, doubles oboes, unpatterns from 
previous cn measure 
44r 144 4.5 vla D P PB G 8
th F#4 ! C4, change pattern from vla m. 
138, groups with A 
44v 145 1-2 cl/tp D P/R P  half notes G3+G4 ! whole rests, retains pattern of notes/rests from m. 138-145 
44v 146 1-2 vln1 O R C  quarter E5 ! half E5  
44v 146 1-2 vln2 O R C  quarter E5 ! half E5  
44v 151 1-4 A D T U P “-to” deleted, placed in m. 152, follows fugue subject pattern, B m. 146 
44v 152 4.5 vla D P PB G 8
th B!4 ! F4, same change as m. 144, 
groups with A 
44r 162 4 vla E/O P V PB 8
ths B"4 ! 8ths F4; unpatterns from 
previous 4 meas 
45v 166 3-4 ob1/2 E/O P C D/V quarters E5-C5 ! G5-E5, doubles fg, cn, cl, vla, bc simplified vln1/2 
45v 167 1-2 ob1 D R D C half C5 ! whole C5, doubles fugue subj in C 
46r 175 1-2 bc D/I R/P DB C half B!4 ! quarter; undoubles from B 
46r 178 1-4 C E P P  indecipherable pitch change, establishes pattern repeated m. 180 
46r 180 1-4 C E P P  indecipherable pitch change, repeats pattern from m. 178 
46r 182 2 A D T/N U PB 
“-ria” of “gloria” deleted, beams connected 
and slur added to continue syllable; 
unpattern from A m. 178, 180  
46r 182 2 T D T/N U PB 
“-ria” of “gloria” deleted, beams connected 
and slur added to continue syllable; 
unpattern from T m. 178, 180  
46r 183 4 vln1 E/O P ?  indecipherable  
46r 183 4 vln2 E/O P ?  indecipherable  
46r 183 4 vla E/O P ?  indecipherable  
46r 183 4 cn D/I P/R X D quarter C5/E5 ! 8
ths D5/E5; double C bt 4 
with ob/cl 
46v 184 2.5 A O/D P V  8
th C#4 ! 8th E4; creates smoother vocal 
line 
back 
inst. 155 2-4 fg1 D/O P D  
half F3+quarter F3 ! half C4+quarter C4; 
creates dbl with T 
back 
inst. 156 1-2 fg2 E/O P D DB 
half G3 ! whole G3; continues double  
bc/B !
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        CREDO 
48r 4 2.5 ob 1 O P V  16th notes GFGA5!GFEF5 
48r 6 1.25 ob 1 O P V  doubled (w/ob 2) 16th note G5 ! B!5 
49r 18 1 T E P V  quarter E4 ! C4 
49r 20-21 3-1 C2 D N/R U  
deleted ties over bar lines, tie doesn’t fit 
text stresses for m.21  
49r 20-21 3-1 A D N/R U  
deleted ties over bar lines, tie doesn’t fit 
text stresses for m.21 
49r 20-21 3-1 T D N/R U  
deleted ties over bar lines, tie doesn’t fit 
text stresses for m.21 
49r 20-21 3-1 B D N/R U  
deleted ties over bar lines, tie doesn’t fit 
text stresses for m.21,  
49v 26 1 A E R PB  deleted quarter rest; changed order of imitative entrances  
49v 30 1 T O/I R/P G GB/U 
quarter G4 ! 8ths G4-D4, tie added 
across barline m.29-30; ungroup rhythm 
from B, alters underlay, groups with C1/2 
49v 30 1-3 A E/O R/P GB U/X 
quarter B"4+dotted quarter G4+8th F4 ! 
8ths B"4-G4+quarter G4+ dotted 8th F#4 
+16th F4; ungroup rhythm from B 
50r 33 1-3 vln 1 O N L  forte ! cresc.  
50r 34 1-3 vln 1 O N L  piano ! forte  
50r 36 1 C1 O P V  quarter G4 ! D5 
50r 38 1 T O P V  quarter G3 ! B3 
51r 46 3 A E/D/O R/P V GB/G 
quarter rest ! quarter note G3, provides 
tonic, un-groups from 2-bar motives idea 
in TB, groups with longer phrase in C1/2 
51r 50 1-2 C1 O R G  quarter B"4 ! half note, groups with C2/A/B  
51r 51 1-2 C2 O R H GB solid notehead A4 ! half note, creates EM 4-3 sus, un-groups rhythm  
51v 56 1-2 vla D/I R/P G X 
half note D4 ! quarter E4+quarter D4; 
would have grouped 3rd below vln2, 
change groups 6th below vln1  
52r 62 1 C1 E/O R P PB quarter rest ! dotted 8
th rest, continues 
pattern from T/B, unpattern from C1/2/A  
52r 63 2.5 vln 1 D P V P notehead D6 ! 16
th note A5; establishes 
violin pattern 
52r 66 1-3 B E/O P ?  indecipherable 
52r 66 1.75 vln 1 E/O N P V # deleted, repositioned as F#4 on bt. 2; follows pattern 
52r 67 1-3 C1 E/O P/R P G indecipherable ! follows pattern m.59-62 
52r 67 1-3 C2 E/O P/R P G indecipherable, ! follows pattern m.59-62 
52r 67 1-3 A E/O P/R P G indecipherable, ! follows pattern m.59-62 
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52r 68-69 1-3 C1 E/O P/R P G 
indecipherable, continues pattern and 
P/R/U group with C2/A 
52r 68-69 1-3 C2 E/O P/R P G 
indecipherable, continues pattern and 
P/R/U group with C1/A;  
52v 76 3 bc E/O P PB P 
16th rest+3 16th notes (probably) A!-G-
F3 !C4-B!3-A!3, changes pattern, sets 
up different bc pattern (with vln 1) 
52v 77 1 bc E/O R/P PB P 8
ths E!3-E!4 ! G3-B!3, changes 
pattern, sets up different pattern  
52v 77 2-3 A O/E P DB X/V 
8ths G4-F4+quarter E4 ! 8ths G4-A!4+ 
quarter B!4; revoices, changes motion, 
undoubles C1, eliminates parallel 8ves 
53r 78 3 bc E/O P PB P 3 16
ths (probably) G3-F3-E!3 ! B!3-
A!3-G3; like m. 76 
53r 79 1 bc E/O P PB P 8
ths (probably) D3-D4 ! F3-A!3; like             
m. 77 
53r 81 1 C1 O R U C quarter ! 8th  
53r 81 1 C2 O R U C quarter ! 8th  
53r 81 1 A O P ?  indecipherable  
53r 81 1 A O R U C quarter ! 8th  
53r 81 1 T O R U C quarter ! 8th  
53r 81 1 B O R U C quarter ! 8th  
53r 81 1.5 A E P H  closed notehead A4 ! 16
th G4, b"7, ! 
G7 
53r 81 3.5 C2 O P D V 8th G4 ! E!4, doubles C1 
53v 87 3 C1 O R/P U  quarter rest ! 8
th rest-8th note; recap of 
m. 14, adjusted for text 
53v 87 3 C2 O R/P U  quarter rest ! 8
th rest-8th note; recap of 
m. 14, adjusted for text 
53v 87 3 A O R/P U  quarter rest ! 8
th rest-8th note; recap of 
m. 14, adjusted for text 
53v 87 3 T O R/P U  quarter rest ! 8
th rest-8th note; recap of 
m. 14, adjusted for text 
53v 88 1 A O/D P PB V quarter G4 ! E4, original matches m. 15, new voiced lower 
53v 88 1-2 C2 O/D P PB V 
quarter C5+8th C5 ! quarter G4+8th G4, 
original notes match m. 15, new voiced 
lower 
53v 88 1-2 T O/D P PB V 
quarter E4+8th E4 ! quarter G3+8th C4, 
original notes match m. 15, new voiced 
lower 
53v 89 4 C1 O/D P V X/D 
8th G4 ! C5, new material due to text, 
middle note of 3 8th notes changed from 
all G, new doubles B change 
53v 89 4 A O/D P V X 
8th G4 ! E4, new material due to text, 
middle note of 3 8th notes changed from 
all G 
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53v 89 4 B O/D P V X/D 
8th G3 ! C4, new material due to text, 
middle note of 3 8th notes changed from 
all G, new doubles C1 change 
53v 90 1 A O/D P P V quarter G4 ! E4, follows changes in A m. 88 
53v 91 1 T O/D P V P quarter E4 ! C4, change matches m.18 
54r 97 1 T O R C X/U quarter ! 8th for imitative entries 
54r 97 1 B O R C X/U quarter ! 8th for imitative entries 
54r 97 2 C1 O R/P X P quarter rest ! 8
th rest+8th A4 for 
imitative entry  
54r 97 3 A E/O R/P X PB quarter rest ! quarter C4, imitative rhythm changed slightly 
54r 98 1-3 A E/O R/P X GB quarter rest+2 quarter notes ! dotted half note; varies texture 
54r 99 1.5 A E/O P P  16
ths G4-A4 ! C4-D4, establishes new 
pattern 
54r 99 2-3 A E/O P/R ?  indecipherable 
54v 101 1-3 A E/O R/P P  indecipherable, changes follow pitch/rhythm pattern from m. 99 
54v 101 2 C2 D T X U/PB 
deleted “-dit” of “descendit”, in middle 
of phrase, repetition of “descen-” on 
quarter note bt. 3 would have followed 
pattern m. 99 
54v 101 2-3 C2 O/D R X PB quarters D5+C5 ! half note D5, would have followed pattern m. 99 
54v 103 2 vln1 E P P D 8
th G3 ! C4, preserves vln1 pattern and 
doubles bc 
54v 107 3 A D P/R U PB/G 
solid notehead (probably quarter note) 
D4 ! dotted 8th rest-16th G4, changes 
rhythm of unaccented first syllable “de 
caelis”, un-patterns rhythmically from m. 
106 
54v 107 3 T D R U PB/G 
solid notehead (probably quarter note) 
G3 ! dotted 8th rest-16th G3, changes 
rhythm of unaccented first syllable “de 
caelis”, un-patterns rhythmically from m. 
106 
54v 107 3 B O P/R U PB/G 
solid notehead (probably quarter note) 
D3 ! dotted 8th rest-16th E3, changes 
rhythm of unaccented first syllable “de 
caelis”, un-patterns rhythmically from m. 
106 
55r 113 2-3 C1 D R U C quarter G5+8
th G5 ! half note G5, 
lengthens 2nd syllable, groups with A 
55r 113-4 3-1 C1 E R U C 
tie between measures deleted, would 
have lengthened 2nd syllable “-scen-”, 
awkward text stress following 
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APPENDIX F: MASS MOVEMENT FRAGMENTS – SCORES 
 
 
Scores include only the notes and figures that appear in the autographs in Mozart’s handwriting. 
They were produced by the author using Sibelius scorewriter software and follow in this order: 
 
 
 Kyrie in E! major, K. Anh. 12 
 Sanctus in E! major, K6 296c 
 Kyrie in G major, K. Anh. 16 
 Kyrie in D major, K. Anh. 14 
 Kyrie in C major, K. Anh. 13 
 Gloria in C major, K. Anh. 20 
 Kyrie in C major, K. Anh. 15 
 
°¢
°
¢
°
¢
°
¢
°¢
Largo
Largo
Kyrie in E-flat Major, K. Anh. 12
Violin I
Violin II
Viola
Oboe I
Oboe II
2 Corni in Eb
2 Trombe in Eb
Timpani
2 Fagotti
CANTO
ALTO
TENOR
BASS
Organo 
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c
c
c
c
c
c
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c
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p f p
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Ω Ω Ω
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Ω Ω
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APPENDIX G: MASS MOVEMENT FRAGMENTS – AUTOGRAPH FACSIMILES 
 
 
The autograph facsimiles were scanned and excerpted from the Neue Ausgabe sämtlicher Werke. 
The Sanctus sketch is found in Series X/30/3, the fragments are located in Series X/30/4. Notes 
and figures in the autographs that are not in Mozart’s handwriting have been partially obscured. 
The facsimiles follow in this order: 
 
 
 Kyrie in E! major, K. Anh. 12 
 Sanctus in E! major, K6 296c 
 Kyrie in G major, K. Anh. 16 
 Kyrie in D major, K. Anh. 14 
 Kyrie in C major, K. Anh. 13 
 Gloria in C major, K. Anh. 20 
 Kyrie in C major, K. Anh. 15 
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APPENDIX H: MASS MOVEMENT FRAGMENTS – REVISION TABLES 
 
 
The following tables include information for each observable revision, itemized by Page, 
Measure, Beat, Instrument or Voice, each using standard abbreviations. The abbreviations listed 
below are used to describe Method of Alteration, Element of Change, Primary and Secondary 
Results. The final column in each table includes explanatory notes. 
 
 
METHOD 
D   Deletion 
E   Erasure 
I  Insertion 
O   Overwritten 
 
ELEMENT 
P   Pitch 
R   Rhythm 
T   Text 
N  Notation 
 
RESULT 
?   Unknown 
L  Layout 
C  Cadence 
X  Texture 
H  Harmony 
U  Underlay 
V  Voicing 
D  Double 
DB  Double Break 
G  Group 
GB  Group Break 
P  Pattern 
PB  Pattern Break 
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Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
        KYRIE Anh. 12 
1r 3 1 vln1 E P ?  indecipherable 
1v 7 4 vla O P P  quarter E!4 ! F4; follows pattern m. 3 
1v 8 3.75 T O P/R G P 8th A!3 ! 16th E!4 
1v 8 4 T O P V  8th A!3 ! B!3 
2v 13 3 T D T U G “-i-“ of “eleison” delayed to 16
th at 4.75; 
groups with C/B 
2v 14 4 bc E P P  8th F3 ! G3, follows vln1-2 pattern 
2v 16 1 vln2 D P V  quarter w/ 16
th slashes through stem G4 
or doublestop G4/B!4 ! B!4 
2v 16 2 vln2 D P V  quarter w/ 16
th slashes through stem A!4 
or doublestop A!4/B!4 ! B!4 
2v 17 1.5 vln2 E/O P ?  indecipherable 
2v 17 3.5 bc E P/R X V 8th D3 ! 8th rest 
3r 19 3.5 T E P V X 8th G3 ! B!3; motion parallel w/ C 
3r 20 4.5 bc O/I P D DB/V 8
th B4 ! D3, bass clef overwritten; 
doubles B, undoubles C 
3r 20-21 
4.5-
1 A D N U  tie over barline deleted  
3r 21 3 C O R C G quarter D5 ! 8th  
3r 21 3 A O R C G quarter B!4 ! 8th 
3r 21 3 T O R C G quarter F3 ! 8th  
3r 21 3 B O R C G quarter B!2 ! 8th  
3r 21 3 bc O R C G quarter B!2 ! 8th  
3r 21 3 vln1 O R C G quarter B!5 ! 8th  
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Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
        SANCTUS 296c  
1r 13 1-2 T D/O R/P H  half note D4 ! quarter notes D4-D!4, 
harmony changes from gm to g" 
1r 14 3 bc D/O P V  8th note D3 ! B!2 
1r 17 2-3 T D/O R/P P X 
complex rhythm ! quarter note-quarter 
rest-quarter note, same rhythm as 7th 
meas of B: m. 15 at A fugal entry; occurs 
at 7th meas of T at S fugal entry 
        TRANSCRIPTION DISCREPANCIES  
1 1,3 2.5/3 vln  N   
paperback (X): placement of p is on bt. 
3, but on 2.5 in meas. 5,6,7; Frag vol 
(Y): consistently 2.5 
1 2,4 3 ob  R   
notated in space above vln beat 3 quarter 
rest, 4 notes with single beam; 
paperback: 16th notes; Frag vol: 8th 
notes 
1 2,4 3 ob  P   
paperback: A5F5G5A5 meas 2, no 
noteheads m.4; Frag: A5F5A5F5, don’t 
agree is same notes repeated, but not 
certain  
1 8 3.75 vln  P   
Frag vol: E!4, paperback: D4; beat 1 
m. 9 in B/bc is E! , so too redundant to 
end m.8 w/E!  
1 14 3 bc  P   Frag: E!3, would change harmony 
1 17 3 bc  P   
Frag: A!2, paperback: B!2; m. 17-18 
otherwise same as bc pitches, m. 11-12 
at T entry; since S is same pitches, 
likely same note intended in bc as in 
bt. 3, m.11 (B!2) 
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Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
        KYRIE Anh. 16 
1r 2 3 C O R U GB/G 
quarter G4 ! 8ths G4-G4; changes 
underlay; ungroups rhythm from AB, 
group with T 
1r 2 3 T O R G GB/U 
quarter E3 ! 8ths E3-E3; ungroups 
rhythm from AB, groups with C; 
changes expected underlay  
1r 3 1 C O R/N G U 
quarter C5 ! dotted 8th C5+16th C5; tie 
added over barline; groups rhythm with 
T  
1r 6 3 vln 1 D/I/O P P V 8
ths E5C6 or A5C6 ! C5A5; establishes 
instrumental fugue subject 
1v 8 1.5 bc E/O N H  indecipherable figure ! 5 
1v 9 4 B O R PB U quarter F3 ! 8
ths F3-A3; unpattern from 
B m8; allows for repeat of “eleison” 
1v 11 1-2 bc O P PB V 8
ths D3C3B2A2 ! D2C3B2F#2; 
unpatterns from bc m. 7, 8, 12 
1v 11 4 T O/I R P U quarter B3 ! 8
ths B3-B3; follows pattern 
in B m. 9; allows for repeat of “eleison” 
1v 12 2.5 bc O P PB V 8
ths D3C3B2A2 ! D3C3B2F#2; 
unpatterns from bc m. 7, 8, 11 
1v 12 3-4 B E/O/D R/P X V/U dotted 8
th G3+16th A3+quarter B3 ! 
dotted quarter G3+8th F#3; new material 
1v 13 4 A O R P U quarter F#4 ! 8
th F#4-A4; follows 
pattern  m9 B, m11 T 
1v 13 4 B O R G U quarter D3 ! 8
ths D3-D4; groups rhythm 
with AT 
 
 
 303 
 
 
 
 
 
 
Page Meas Beat Inst/Vc Mtd Elmt Result 1 Result 2 Detail 
        KYRIE Anh 14 
1r 3 1 bc O R C GB/G/X quarter D3 ! 8th 
1r 4  T E/O N L U 
dotted half F#3 tied to 8th ! double 
dotted half; longer slur beneath entire 
measure  
1r 6 2-4 bc E/O P/R L PB material from m.3 ! quarter and half rests; material reassigned to viola 
1r 6  vla E N L  tenor clef deleted, continues alto clef 
1r 6 3 vln 1 E/O P P V 8
th A5 ! E5, follows pattern in vln1 
m.3, 8va 
1v 9 1.5 B D T U  “elei-” ! “ele-”+“-i-” delayed 
1v 9 2.5 T D T U  “elei-” ! “ele-”+“-i-” delayed 
1v 9 2.5 (1-2) bc E/O P PB  
 8th B2+16ths C3-D3+8ths E3-E3 ! 
 8th B2+16ths C3-D3+8ths E3-C3, breaks 
bc pattern from previous 2 measures 
1v 10 3 B D/O T U  “elei-” ! “ele-”+“-i-” delayed; slur overwritten with new text 
1v 10 1 C E T U  “elei-” ! “ele-”+“-i-” delayed 
1v 10 3-4 T O R/T U  half B3 ! dotted quarter+8
th; for 
delayed “-i-” from m. 9 
1v 10 3-4 vln1 E P/R H  open notehead F4 ! 8ths F4-F4-E4-E4 
 
  
Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
        KYRIE Anh. 13 
1 6 1 C E/O R P  quarter C5 ! half; follows pattern from m.1 
1 6 1 A E P V  open notehead G4 ! half E4 
1 7 1 vln 1 D P/R D V closed note head A5 ! half F#4 with 8
th 
slash through stem; continues double C 
1 8 1 B O R P  quarter A2 ! half 
1 8 1-2 T E P V  half C4 ! B3 
1 9 1 B O P V  quarter F2 ! G2 
1 9 2-3 B E P/R X  open note head G2 ! 2 quarter rests 
 
 
 
!
Page Meas Beat Inst/Vc Mtd Elmt Result 1 
Result 
2 Detail 
        GLORIA Anh. 20 
1r 9 3 C O R/P U X/G quarter rest ! quarter C4; groups text with T 
1r 12 1 C O P H  closed notehead D4 ! half note E4 
1r 12 1 C O R C X/G 
closed notehead ! half note; extends 
cadence material; groups rhythm with 
ATB 
1v 16 1.5 bc D N L X “Solo” ! “senza org” 
1v 23 1.5-3.5 bc D P V P/PB 
8ths C3C4-C4C4-C4C4 ! C3C3-C3C3-
C3C3; unpatterns from bc m.16, follows 
pattern from bc m.1 !!!
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Page Meas Beat Inst/Vc Mtd Elmt Result 1 Result 2 Detail 
        KYRIE Anh. 15 
1r 5 2.75 bc E/O P ?  16th indecipherable ! 16th B3 
1v 7 2-3 C E/O P D V quarter G4+8
th E4 ! quarter E4+8th G4, 
doubles vln 1, other choral voices 
1v 7 2-3 A E/O P D V quarters G4-E4 ! E4-G4, doubles vln 1, other choral voices 
1v 7 2-3 T E/O P D V quarters G4-E4 ! E4-G4, doubles vln 1, other choral voices 
1v 8 4.5 A E P ?  8th indecipherable ! 8th E4 
2r 11 2 B E T U  “Ky” ! ∻ (repeat underlay) 
2v 17 1.5-4 C I T U X “ele-” ! “ele+ison ele”, (“ison ele” inserted with darker ink) 
2v 17 2-4 A E/O P ?  pitches indecipherable 
2v 17 2-4 A E/O R GB X 3 8
th notes ! dotted quarter; ungroups 
rhythm from T/B 
2v 17-18 2-4 A D/I T U X “ele-” ! “ele+ison elei”, (“ison elei” inserted, “i” deleted and placed later) 
2v 17 2 T O N U  8ths G3-D4 flags beamed together 
2v 17 2-4 T O N U  slur lengthened to connect b.2 to 4.5 
2v 18 3 C O R C G quarter G4 ! 8th 
2v 18 3 bc O R C G quarter G2 ! 8th 
2v 19 1 C O/D T U X “elei” ! “ele=”, “i” delayed until m.20 
2v 19 1.5-4.5 bc O/E R DB G/X 
8ths G3-F#3-B3-E3-A3-D3-G3 ! 16th 
note triplet runs connecting these notes; 
undoubles from B, groups rhythm with 
vln1, increases motion in texture  
2v 19 2 bc E/O N H  7/#5 ! 7/5 
2v 19 2.5 bc E/O N H  6 !7/#5 
3r 20 2 vln1 O P V  2nd 16th note in triplet B5!A5 
3r 20 3 bc O N H  7/5/3 ! 8/5/3 
4r 30 2 A O R C P/G quarter E4 ! 8
ths E4-F#4, extends 
cadence point, follows T pattern 
4r 31 4 T O R/P U  quarter G4 ! 8ths G4-D4  
4v 34 3 C O R C G quarter C5  ! 8th, groups with ATB 
4v 34 3 A O R C G quarter E4 ! 8th, groups with CTB 
4v 34 3 T O R C G quarter G3 ! 8th, groups with CAB 
4v 34 3 B O R C G quarter C3 ! 8th, groups with CAT !!
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